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PREFACE 

I owe a word of apology for augmenting the already extensive 
bibliography of engraving, and some explanation of the scope of 
my work may serve to supply it. 

It aims, in the first place, at presenting a descriptive survey of 
the history of engraving on metal throughout the various centuries 
and schools, considerable space being devoted to the more important 
engravers, the names of lesser account being cited just so far as they 
contribute towards a connected view of the whole development, and 
a balanced estimate of relative artistic values. It is especially in 
this relation that I feel the importance of the inclusion of a chapter 
on modern etchers and engravers, who, in books of this kind, have 
seldom been treated in their natural place beside the older masters. 
While recognising the greater dangers of personal bias in expressing 
opinion on the work of living artists, I am strongly opposed to the 
idea that modern art demands a different and separate treatment. 

I have attempted throughout to give references to original 
sources and best authorities, so that, both for lesser and greater 
artists, the student may find a sign-post when space precludes direct 
information. 

The General Bibliography, and the Individual Bibliography 
attached to the Index of Engravers, present a much larger collection 
of authorities than has been attempted in any similar publication. 
The technical introduction merely aims at describing the various 
processes in sufficient detail to help the student, who has made no 
practice of the art, to a clear comprehension of cause and effect. 

A somewhat new feature is formed by the Classified List of 
Engravers, which has gradually assumed its present shape during 
the course of my work. Many names of second-rate engravers 
appear in this section, which would have merely overburdened the 
text. It is the common fate of compendious lists to be both 
cryptic and complicated, I cannot think that mine will form an 
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exception, and I am convinced that they will need from time to 
time both correction and augmentation ; but I trust that the system, 
which has been a gradual development into the simplest form I 
could devise, may serve as a scientific basis, and find sufficient uses 
to justify the labour entailed. I have considerable hopes that 
amateurs and students in many fields of research beside that of 
engraving may find here the names without which they have no key 
to the illustration of their particular subject or period. Moreover, 
a list of engravers, carefully placed in their natural groups, will often 
lead to the solution of problems of authorship when a dictionary 
would offer no starting-point. I have included various countries in 
the Classified List (eg. America, Sweden, Norway, and Russia) 
which have hitherto received scant attention in general works on 
the subject. 

In comparison with painting and sculpture, engraving is a 
cosmopolitan art, the immediate inter-relation of different countries 
being facilitated by the portable nature of its creations. This 
consideration is perhaps the strongest argument for the adoption of 
the great epochs and phases of development as the most logical 
order for the descriptive survey, though it occasionally entails slight 
recapitulations. The Classified List of Engravers, being arranged 
to gi\e a continuous survey under the headings of the diffeient 
countries, forms in this respect a natural supplement to the order 
of the historical section. 

The Index, which includes over 2500 names, covering all the 
engravers and etchers cited in the text and classified list, present^, 
in the most condensed form, dates, places of activity, and individual 
bibliography, wherever such are known. This section may seem to 
encroach somewhat on the domain of a dictionary of engravers, but 
the student who knows the multitude of sources from which reliable 
information is to be culled, and the difficulty of computing a balance 
of authority, even after his sources have been consulted, may find 
some practical utility in the collection. Moreover, many names of 
living artists are included which are not to be found in any of the 
dictionaries, the biographical details having been obtained, in many 
instances, at first hand from the etchers themselves. 

The bibliography will show that my indebtedness to the literature 
of the subject almost precludes specification. Two books, however, 
I would mention as most nearly allied in scope to the historical 
portion of my work, i.e. Lippmann’s Kupferstich, and Kristeller’s 
Kupferstich and Holzschnitt in vier Jahrhunderten. My debt to 
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the former may be unconsciously even greater than I suppose, as it 
formed my earliest introduction to a subject on which it is one of 
the soundest guides. On the technical side I would merely cite 
Singer and Strang’s Etching , Engraving, and the other Methods of 
Printing Pictures , which, with its excellent bibliography of pro- 
cesses , 1 was of great assistance to me m my introductory chapter. 
Books such as these have naturally been my constant guides, but a 
continued study of the original prints, in which detailed research on 
one or two schools has been seconded by a systematic examination 
of masses of work of every period, forms the real basis both for my 
Classified List of Engravers and for the opinions expressed in the 
text. 

In respect of personal help, my greatest debt of gratitude is to 
Mr. Campbell Podgson. He most kindly lead through the text in 
manuscript, and the classified lists in proof, giving me numerous 
suggestions, which his deep and minute knowledge of the subject 
renders an invaluable service. I would aLo record the invariable 
sympathy and suggestion which have been afforded a new member 
of his own department by Mr. Sidney Colvin. My sincere thanks 
are also due to Mr. Laurence Binyon for having suggested to me 
the inception of a most congenial task, and for frequent counsel 
during the work’s progress ; to Mr. Alfred Whitman for constant 
assistance in the field of mezzotint, on which he is an acknow- 
ledged authority ; to Mr. Frank Short for very kindly reading and 
criticising my technical introduction in manuscript ; and to my 
brother for reading the proofs of the text. 

I am indebted to many other friends and acquaintances in 
England and abroad, both for personal help in study in other print 
collections, and for much correspondence in answer to repeated 
queries : among others, to Geheimrath Lehrs of Berlin and Dresden, 
to Prof. Singer of Dresden (to both of whom I owe a peisonal 
debt for something of my initiation in the subject, while studying 
in Germany some six years ago), to Drs. Weixlgartner and Dorn- 
h offer of Vienna, to Graf. P tickler- Li mpurg and Dr. Pallmann of 
Munich, to Dr. Kristeller of Berlin, to Dr. John Kruse of Stock- 
holm (for many details on Scandinavian engraveis), to Monsieur 
Francois Courboin of Paris, to Professor Henri Hymans of Brussels, 
to Mr. A. W. Pollard and Mr. Arundell Esdaile (for repeated assist- 
ance on matters of bibliography), to Mr. F. M. O’Ponoghue 

1 To which Professor linger has for \cars been making additions, intending at 
some future date to publish a comprehensive bibliography. 
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(particularly in relation to portrait), to Mr. Basil Soulsby, to Mr. R. 
Nisbet Bain (for advice on the orthography of Russian names), to 
Mr. Barclay Squire and Mr. Alfred H. Littleton (for matters con- 
nected with the engra\ing of music), to Mr. Martin Hardie, to Mr. 
T. W. Jackson of Oxford, and to Mr. Charles Sayle of Cambridge. 

The illustrations have been made, for the most part, from 
impressions in the British Museum, one being from Amsterdam 
(Fig. 4), another from South Kensington (Fig. 110), and the two 
examples of Legros being taken from Mr. Dodgsons collection. 
Three alone were taken from other reproduction-, — i.c. Fig. 2 from 
the Chalcographical Society’s publication of 1887 ? Fig. 3 from 
Lehr>, Die altesten deiitschen Sfielkarten ; and Fig. 1 3 from 
G. V. Reid, Reproduction of the Salamanca Collection , London, 1869. 
The facsimile plate used for the frontispiece has been kindly lent 
me by the I Hirer Society. The plate of engravers’ tools was 
designed by Mr. S. \Y . Littlejohn, who has also given me constant 
and ready help on many technical matters. 

It is my intention, if the reception of the present work is at all 
favourable, and it my leisure during the next five or six years can 
compass an even more laborious task than the present, to attempt a 
companion book on Woodcut, Lithography, and Relief-cuts and 
Plane-prints in general 

A. M. H. 

June , 1 90S. 


NOTE TO THE SECOND EDITION 

The corrections and additions are for the mo^t part limited to details 
of date and bibliography. 1 lie pages in which they occur are the 
following -—5, 8, 13, 14,42, 46, 48, 51, 52, 66, 70, 80, 1 41, 145, 148, 
165, 169, 172, 177, 1 8 1, 201, 213, 217, 222, 223, 230, 255, 282, 

287, 295, 316, 357, 360, 382, 3S6, 391, 393, 394, 395, 396, 397, 

398 , 399 ? 4 oo, 4 ° 4 ? 407 , 408, 409, 410, 41 1, 412, 413, 414, 415, 

4 1 6, 417, 418, 419, 420, 421, 422, 423, 424, 425, 426, 430, 431, 

43 -j 433 ? 434 ? 435 ? 43 b. 437 , 43 8 ? 439 . 44 °? 44 L 44 2 ? 444 ? 445 , 

449 ? 45 °, 45 L 45 2 ? 454 , 455 ? 45 ^, 457 ? 45 $, 459 ? 460, 461, 462, 

464, 465, 466, 467, 468, 470, 471, 472, 473. 

I hese references are the best indication I can give of the character 
of the re\ ision. 

A. M. H. 


September 1911. 
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NOTE TO THE THIRD EDITION 

In the text the most considerable revisions and additions ha\e been 
made in the chapter on Modern Etching. I have fixed the year 1914 
as a limit to my history, and if future editions are called for it is my 
intention to confine revisions or additions within this date. It may 
happen that ceitam artists are included both younger and of no more 
distinction than others who do not appear. This should be explained, 
apart from errors of judgement and gaps in my knowledge, by the faet 
that their work in etching and engraving only began after the xear 1914. 

Outside this chapter the more important revisions in the text ha\e 
been made at the following places according to the pagination of the 
second edition: — 5, 8, 23, 27, 90. 99, 105, 119, 132, 133, 135, 169, 
175, 177, 190, 212, 214, 220, 229, 230, 235, 240, 242, 244, 255, 
267, 268, 284, 287, 2S8, 289, 300, 303, 304. 305, 306, 307, and 309. 

The chief alterations in the Classified List of Engraxers occur at 
payes (second edition) 360, 366, 368, 371. 373, 374, 375, 37S, 379, 
3S1. 383, 384, 385, 3S6, 387, 388, 3S9. 390, 391, 392, and 394. 

The General Kibliography has been considerably enlarged through- 
out its various sections, books and articles being cited up to the 
current year. 

I have added many new names to the Index of Engraxers. clnetly 
of contemporary artists, but heie and theie I haxe judged it xxell to add 
to my selection of the earlier masters. The individual bibliographies in 
the Index have also been brought up to date. 

I oxxe my readers some apology for not having fulfilled the intention 
expressed in the last paragraph of my Deface of 1908. Material has 
indeed been collected, but years have not brought the leisure that I 
should require for this particular task I am less sanguine than in 
those early years, 1 ut a History of Woodcut is one of the works I 
still hope to complete, and I look forward to a space of years xxhen 
opportunity may permit of its accomplishment. 

A M II. 


Octcter 1922. 
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INTRODUCTION 


PROCESSES AND MATERIALS 


Engraving may be broadly defined as the art of drawing or writing Engraving 
on any substance by means of an incised line. By a natural A l * t ^ mtlon - 
transference from the abstract to the concrete, the term may be 
referred to the work so performed, and by a further transference, L»S iavir >g m 
illogical, but stereotyped by usage, it is applied to an impression ^pres^on 
taken on paper or some allied material, from the original engraved or print, 
work. 

The present historical study is almost exclusively concerned 
with engraving in the last signification, and with the engraved work 
itself only in so far as it selves as a basis for impressions or prints. 

The work of the goldsmith, and in fact all engraving pursued as an 
end in itself, fall outside its scope. 

Engraving may be divided into tw r o main classes : — 

I. Engraving in intaglio . 

II. Engraving in relief. 

In I. the line or space engraved possesses a positive value, and belief, 
stands for the design itself. In II. the lines or spaces are engraved 
merely as negatives to leave the design in relief. A different 
method of taking impressions is needed for each class, which, by Two methods 
illogical transference, may be termed respectively intaglio and relief ° print * n »* 
printing, In the latter method, which is called more accurately 
surface printing, the ink is merely transferred from the part left in 
relief (as in printing from type), \\ hile in the former the ink is ex- 
tracted by dint of great pressure from the engraved lines themselves. 

Class II. is chiefly concerned with work on wood, which in its ^ lass W 
early history is more strictly called wood cutting than wood-engrav- 
ing. With this our study has nothing to do. Metal cuts are also 
omitted as belonging essentially to the same category as wood- 
cuts. Then the branch of engraving on metal where the lines 
are incised merely to print as white on a black ground, which is 
called in French the maniere eribleep intermixed as it generally is 
with dotted work ( geschrotene Arbeit ), is also left out of our study, on 


Two mam 
classes of 
engraving : 
I. Intaglio. 


omitted in 
this book. 


1 For a sound exposition of the principles of this process see S R. Koehler, 
“ White Line Engraving for Relief Punting in the 15th and 16th Centuries.” Report 
of the National Museum, 1890, pp 385-94. Washington, 1892. 

B 






LINE-ENGRAVING 


3 


the ground that the method of printing these engravings in relief 
brings the art nearer in principle to wood-cut than to line engraving . 1 * 

Our subject then is limited to the type of engraving on metal in The subject 

intaglio, where the lines or spaces engraved serve as the design, Iimited to 
... . - . . r f 3 , , « . . G 5 intaglio 

which, except in occasional instances,- figures as black on white, or eng ^ avings 

at least as a darker on a lighter tone. Gravure en taillc-douce it is on metal. 

called in French, a term perhaps implying the joy of the craftsman 

in engraving the line which is to be the design in itself, rather than 

a mere negative value to be laboriously remoted. 

For a true appreciation of prints, which form the chief material 
for our study, it is essential to understand the main principles of the 
various processes by which plates may be engraved. .V description 
of these processes, in just sufficient detail to enable the student of 
the history of engraving to obtain a proper comprehension of cause 
and effect, is the aim of the present chapter. 

The essential element of the graver or burin (i ), 3 the chief Tine- 
instrument of the line-engraver, is a small steel rod some four or five f ^graving. 

° 1 lie tircvvfcr 

inches long, the shape of whose section is either square or lozenge ( or bunn). 
(i, a and b\ with cutting point and edges gained by sharpening the 
head in an oblique section. The most usual form of handle is as 
in i, but it is not infrequently shaped as in 2. The plates used in The plate, 
engraving are generally of copper, well beaten and of highly polished 
surface. Zinc, iron , 4 silver , 5 steel , 6 brass , 7 and even pewtei 8 9 plates 
have occasionally been used, iron and zinc less frequently for line- 
engraving than for etching, where the artist may choose these 
materials to achieve a rougher result. Steel was largely used in the 
second quarter of the last century for line-engraving, etching, and 
mezzotint. The more recently applied method of steel-facing by steel-facing 

1 Blake's etchings in relief form an exception to this principle of exclusion. 

- F $ an impression of The Virgin ami Child ieith a Bird, by E JS. , reproduced 
F Lippmann, Kupferstuhe and Hohichmtte alter Met s ter, Berlin, x. (1900), 1. Cf. 

M. Lehrs. Kepertonum , xii. 273. 

A The numbers in brackets throughout this chapter refer to the plate illustrating 
tools used in engraving (Fig. 1). 

i bee Durer, pp. 80, 100-7 5 Hopfer, etc., p. 109. 

5 See Nielli, p. 42 , Golt/ius (footnote, p 120 > 

9 See Chap V. p 150, note 2 ; Chap VII pp 211, 223; Chap. IX. p. 284 

7 There are two or three original brass plates m the British Museum : an unde- 

scnbed Italian plate of the fifteenth century {a Nativity), and two good early copies 
after T. Matham (B 157 and 158). The use of the word “brass’' by Hanngton in 
the introduction to his edition of Ariosto's Orlando Furioso (1591) is perhaps merely 
a vague use of the term, which would include copper. 

9 In an inventory of Alessandro Rosselli (1528) plates are described as of rame 
(copper), ottone (brass), and stagno (pewter, 01 tin). This at least shows that pewter, 
or a similar alloy, was used foi engraving at this period. Cf Melilolla, p. 112, and 
note. "\V Blake is known to have used pewter plates. The chief application of 
pewter in engraving has been for the printing of music, one of the earliest examples 
of a practice common in the eighteenth century being Handel’s Giulio Cerate, 
published by Cluer, London, 1724. borne of the pewter plates used by Cluer’s 
contemporary, Walsh, are still in the possession of Messrs Xovello. For the 
general history of music printing and engraving see F. Chrysander, Musical Times, 

1877. 
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electrolysis, which imparts an equal durability to the copper, has 
almost entirely superseded the use of plates of a metal whose 
toughness presents greater difficulties to the engraver. Steel-facing 
is now frequently used when a large number of impressions are to 
be taken for some commercial purpose, but most artist-engravers 
and etchers prefer to limit their editions to the number that can be 
taken from the copper. Whether the purity of the line is more 
than microscopically impaired by the process is a matter on which 
opinions are divided. 

The engraver grasps the blade of the graver between the thumb 
and first or second finger (in the latter case letting the first finger 
fall along the top of blade, as shown in the illustrations in Bosse’s 
treatise 1 ), holding the round part of the handle against the palm. 
He then presses the point of the graver into the surface of the plate, 
which is laid on a pad to facilitate its turning, being careful to keep 
the two under sides of the graver at equal angles to the plate’s 
surface. The resultant incised line will exhibit a curl at either side 
(if regularly engraved) as in 3^, but this will be very slight if the 
graver is perfectly sharpened. This roughness, called burr, is 
removed by the scraper (18: an instrument with triple and fluted 
blade, very finely sharpened), leaving a clean furrow as in 3^ or $c 
according to the shape of graver used (1 a or 1 b). Another tool 
similar to the ordinary graver, but with a triangular section (though 
sometimes slightly curved on the upper side) called the tint-tool (2, 
ia\ is more especially a wood-engravers instrument, used for cutting 
series of fine lines so as to get the tone or u tint ” from which it 
derives its name. Sharpened with a square or round belly (2 b and 2 c), 
after the manner of what is termed a scorper (scauper or scooper ), it 
may serve the metal engraver for his broader lines. The ordinary 
lozenge graver is also sometimes sharpened in a similar way (it* and 
1 d). Except in its flattest shape, that of the gouge, which is used 
to scoop out parts of the plate to be erased, these “ scorper ” forms 
are much less used by the artist-engraver than by the heraldic and 
letter engraver. More particularly a craftsman’s instrument again 
is the threading- tool (2 J). A shape similar to the tint-tool, with 
broad flat belly, is threaded on its lower surface to facilitate the 
engraving of a series of parallel lines. 

Throughout our description of the various tools it must be 
remembered that while, as far as possible, the conventional forms are 
given, many other variations of shape may occur according to the 
discretion of each engraver. 

To make a line of thickness varying in its own length, the 
engraver either deepens his cutting, or leans the graver on one side ; 
the latter only if the swelling required be slight, as otherwise the 
irregular furrow with a sloping side thus formed would fail to hold 
the ink adequately. If greater variation in breadth is required, 

1 Sec General Bibliography, II. Processes, 16^5. 
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he must cut further lines alongside his original furrow. In dose Dot and flick 
shading dots made by the point of the graver and short lines, called " olk - 
flicks } are often used, either by themselves for the lighter portions of 
the shading, or within the interstices of the cross-hatchings. The 
flicks are frequently made with the curved graver such as is used 
in stipple work (7). 

For the correction of work on the plate the method is as follows : Conntions 
The part of the surface wrongly engraved is removed by means of on the 
the scraper, or, if the lines are shallow, rubbed down with the 
burnisher, an instrument having an oval section and a rounded and Burnisher, 
highly polished edge (19). By means of the callipers (shaped as in Callipers. 

27 a or 27 b) the exactly corresponding part of the other side of the 
plate is located, and the indentation caused by the erasure is then 
knocked up from behind with a hammer (26), or if only a very Hammer, 
limited space is to be corrected, with an ordinary flat punch (25^) Fiat- and 
and hammer. Occasionally, more particularly in the case of thick cnoking- 
steel plates, a punch with a rounded head (called the cocking-punch) P UI1Lhes - 
is used in conjunction with the hammer on the face of the plate, in 
such a manner as to beat down the sides of the engiaved lines and 
close the cavity. The surface, being levelled with charcoal and 
polished with the burnisher, can be engraved as before. Light lines 
can also be worn down by rubbing with the oil rubber (a roll of Oil-rubber, 
woollen cloth bound with string, which is generally used merely with 
oil to clean and polish the plates, see 28) in conjunction with the 
finest emery (commonly called flour emery) or other polishing 
powder (e.g. fine crocus, or rotten stone), emery being more suit- 
able for steel, the two latter powders for copper. 

In etching, as the name implies, the line is obtained by corrod- r.tehmg. 
ing or “ eating ,J the plate with some acid or mordant. 

The plate, after being polished with the oil-rubber and sedulously 
cleaned with chalk or whitening, is covered with a thin layer of 
etching-ground, made by the mixture, in varying quantities, of different 
waxes, gums, and resins. A harder ground, 2 used largely by earlier 
etchers, but now quite discarded, contained similar ingredients (with 
the important exception of the virgin wax), combined with nut-oil. 

The most common way of laying the ground is as follows : — a Laving the 
ball of solid ground, brought into contact with the heated plate, S ruund 
melts and oozes through the porous silk in which it is kept wiapped. 

The substance thus melted is spread evenly over the plate by a 

1 Called s tippy by Vertue in his description of the elements of line-engraving 
(set* Vertue MivS , B M. Add 23081, f 40b!. 

2 The hard etching-ground ( verms dur\ would offer sufficient resistance to the 
needle or echoppe to militate against the true flexibility nf etching. The soft 
etching-ground {in ms mol), as used by Rembmndt and nearly all later etchers, 
offers practically no resistance to the needle, permitting the same freedom of hand 
as m drawing. Cf. note on p. 105. This soft ctt hing- ground should not be 
confused with the later process called soft-ground etching. Confusion might be 
avoided bv adopting the term wa \ -ground for the ordinary soft etching-ground , 
where the distinction should be required. 
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succession of short sharp blows with the dabbet (30), a pad of some 
two or three inches m diameter covered with silk or kid. The 
grounded plate is then held over some lighted tapers, whose smoke 
is absorbed by the melted ground, making it black, a practice merely 
to aid the etcher to see the lines he is opening. With the idea of 
avoiding the negative nature of the design, which would thus 
appear as bright copper red on a black ground, some etchers use 
means to cover the ground with white, so that their design will 
resemble red chalk on white paper. 

Two other methods of la)ing the ground may be mentioned. 
First by means of the roller (29). A mixture, of the consistency of 
a paste, of ordinary ground with oil of spike, is laid on a piece of 
plate glass. Over this the roller is passed, and covered with a 
uniform coating of the paste, which is then evenly rolled over the 
plate. The application of heat soon drives away most of the oil, 
but for complete evaporation several days are necessary. 

By a third method the ground is dissolved in chloroform. The 
solution is poured over the plate, and the superfluous liquid run off 
The chloroform dries very quickly, leaving the .solid ground. 

The artist-etcher will often work without the aid of any design 
laid on the surface of the ground. But if design is needed it can 
easily be transferred by covering the back of the thin paper, which 
contains the drawing, with red or other chalk, and pressing the design 
through on to the blackened ground. There are, of course, various 
other means, a pencil drawing on thin paper laid against the grounded 
plate and passed through the press being an expeditious method. 

To open up the lines the instrument used is what is called the 
etcliing-needle , w'hich is generally set in a simple holder as in 14. 
The needles, of course, vary in thickness, and are more or less 
sharply pointed according to need. Sometimes for thicker lines a 
broader needle, sharpened in an oval section (15) is used, though 
much less now than at the time of Callot and Bosse, and variation 
in width in the course of the line could be made by holding the point 
at varying angles, or by cutting more or less into the surface of the 
plate through the ground. 1 Even the square and lozenge graver 
shapes (16) are also occasionally used by the etcher. The modern 
artist-etcher keeps, however, almost entirely to the simple form of 
needles, regaiding the swelling and diminishing line, achieved by 
the oval point, as more suited to the less fluent art of line engraving. 

There are three mordants in general use : dilute AT trie or 
Nitrous 2 acid, dilute Hydrochloric acid mixed with Chlorate of 
Potash , i.e , wfliat is called the Dutch Path , and a solution of Per- 
chloride of Iron. The last is least used by the artist-engraver, partly, 

1 Ihi^, of couise, being a mixed method, for which see below, p. 9. In this 
mivtuie of cutting with etching the lines would show tapenng ends as in burm work, 
not the -quaie ends of pure etching. 

~ I Ilia unstable acid is onh occasionally used for delicate bmngs. 
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no doubt, because of the difficulty of gauging its strength and action. 

It has been recently much employed for making process plates. 

Nitric acid, which is the oldest mordant, works quickly and strongly, 
and has a tendency (which may be moderated by the admixture of 
sal-ammoniac) to attack each side of the line, forming a rounded 
cavity as in 5 a. The presence of bubbles facilitates the calculation 
of the time to be allowed for biting. The Dutch Bath (which is 
often used in conjunction with the preceding mordant to bite the 
more delicate lines) acts slowly and more directly downwards (biting 
a cavity as in 5^). No bubbles are visible in the action, so that its 
effect can only be judged by careful timing according to known 
strength of acid. 

Perhaps the oldest method of applying the mordant was to The biting, 
build up a little wall of wax round the edge of the plate within 
which the acid could be poured as in a bath. This “damming” 
process must have been long in use among the goldsmiths. 

Another early method described by Bosse (1645) is the arrange- 
ment of a large dish banked on three sides, and set at an angle so 
that the acid which is poured over the plate (previously protected at 
the back and edges by a coating of varnish) would constantly drain 
into a receptacle below. Except in a modified form introducing a 
spray, recently applied to the etching of process plates, this mode 
has quite fallen out of use. The process now generally adopted 
does not seem to have been introduced until the end of the 17th 
century, 1 and probably found little favour until the beginning of the 
last century. The plate is protected at the back and edges with a 
coating of Brunswick black (or some other stopping-out varnish), 
and then put into a bath of acid. 

When the lightest lines are sufficiently bitten (the time required 
may vary from a few minutes to a lew* hours), the plate is taken out. 

If certain lines need to be etched more deeply, the others must now Stopping-out. 
be covered with stopping-out varnish and the plate again immersed, 
a process which can be repeated any number of times according to 
the gradations required. Biting in certain portions of the plate Feathering, 
can also be effected by means of placing some drops of acid with 
feather or brush on the part to be bitten. 

A method of attaining the required gradations without stopping- 
out is as follows. The lines which are to be darkest are first 
opened with the needle, and the plate exposed to the acid. Then, 
after a certain length of biting the plate is removed from the bath, 
and other lines, which are to be lighter, uncovered, and the plate 
returned to the bath. The same process is repeated as many times 
as needed, the lines first opened getting, of course, most bitings. In 
its most expeditious form this method can be carried out by etching 
the whole design beneath the acid, beginning with the darkest lines. 

If the ground is removed from the plate before the work is 
1 Possibly by Sebastien Leclerc. See Bosse, Gravure, ed. 1701. 
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complete, for the sake of taking proof impressions, the second 
ground must be transparent, and is best laid with the roller. The 
ground thus laid will leave uncovered all but the very faintest lines, 
and the work can thus be rebitten without further use of the 
etching-needle. For the equality of the work, which often suffers 
in a careless rebiting, it may be necessary to use the needle to 
uncover the lighter lines as well. 

Further lines can also, of course, be added, and in this case the 
ground is driven well into the old lines to prevent their rebiting. 
It is found that the nearer the lines are laid together the greater 
the heat engendered by the acid and the quicker the biting. This 
fact, on which Lalanne 1 laid great emphasis, makes it essential for 
the etcher to lay his darker lines at a comparatively greater distance 
from each other than the lighter ones, or confusion would result. 

The distinction between an etched and an engraved line in a 
print seldom presents difficulty. Apart from the greater freedom 
of character, consequent on the ease with which the needle is 
directed, the etched line nearly always has rectangular extremities, 
while the line cut with the graver tapers to a point. An engraved 
line with blunt extremities is, however, sometimes needed, and is 
achieved by “ cutting back.” 

Before passing on I may just refer to another method of 
obtaining prints, which to the cursory observer look deceivingly 
like etchings. I mean the glass prints produced by some modern 
etchers , 2 which in reality are not etchings or engravings at all. 
The process is one of obtaining a print on sensitised paper exposed 
to the light behind a glass plate which has been prepared by the 
artist to play the part of a photographic negative, transparencies being 
left where lines are needed in the print. The essential character 
of the process puts it quite out of the range of our subject . 3 

The aim of soft-ground etching 4 is the imitation of the texture 
of a pencil or chalk drawing. Ordinary ground is mixed with about 
an equal proportion of tallow, and laid on the plate. Thin paper is 
stretched evenly over the surface of the ground, and the design 
firmly drawn upon this with a lead-pencil. The paper being 
removed, the ground is found to adhere where the lines have been 
drawn in a manner corresponding to the grain of the paper and to 
the quality of the pencil. The biting is effected by the same method 
as in ordinary etching. 

J. H. Tischbein, the younger, invented another method similar 
in its results to soft -ground. Powdered crystalline tartaric acid 

1 See Geneial Bibliography, II. 1866. 

* M° re particularly Daubigny, Millet, Rousseau, and Corot, about 18^5-60. 

For a discussion of the process see G. Hediard, Gazette des Beau v-Arts, Nov. 190:1. 

Not to be confused with soft etching-ground, see p 5. Mv own reference to 
Dietrich Meyer in the 1st and 2nd editions of this work was due to this confusion 
as it is the soft etching-ground that he is reported to have been the first to use’ 
See p. 288 for references to the history of soft-ground etching. 
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was dusted over the grounded plate before the ground, to which it 
was to adhere, was hardened. The lines were drawn with a blunt 
point, which forced the particles through the ground on to the 
plate. The acid being applied these particles would be dissolved, 
and so leave way for the biting of an irregular grain. The process 
has apparently been little used. 

Generally regarded as a part of etching, but essentially more Dry-point 
allied to line engraving, is the method called dry-point. A tapering 
point (often a solid piece of steel sharpened at either end, as in 
17 , and' of much greater strength than the etching-needle) is drawn 
firmly across the copper, scratching its line, and causing a burr 
(as in 6a or 6b according to the inclination of the point), which is 
much more distinct than that raised bv a properly sharpened graver. 

If, as is generally the case, the burr is left untouched, each line 
will print with a half-luminous ridge of tone at on^ or both sides, 
giving a richness of effect quite foreign to the pure etched line. 

Very few printings suffice to wear away the burr, which seldom 
lasts out more than fifteen to twenty-five good impressions. Some- 
times, though this is seldom done, the burr is scraped away. There 
is still something in the delicate sensitiveness of the dry-pointed line 
which is quite characteristic apart from the tone given by the burr. 

The three processes of line-engraving, etching, and dry-point Mixed 
are frequently intermingled on one plate. Dry-point is constantly mahotIs * 
used in combination with etching, to complete a lightly bitten plate, 
or add tone to an etched design. Then both etching and dry-point 
serve as aids to the line-engraver, and the etcher 1 likewise has occa- 
sional recourse to the graver. It is still possible strictly to define 
an etching from a line-engraving according as the one method 
subserves or dominates the other .* 2 The earliest line-engravers used 
the one method alone, but in the eighteenth century it was the 
convention of the line-engraver to start his plate by a light etching 
of the general features of the design . 3 He then finished with the 
graver, often alternating engraved lines with the lighter ones first 
etched. Dry-point 4 has also been used by other line-engravers in 
place of the preliminary etching. 

By tone- processes we mean those methods whose aim is the Tone- 
attainment of surfaces of tone comparable to a wash of colour, processes. 
Sometimes the engraver may wish to display the analysed elements 
of his work, but more generally he aims at an accomplishment 
wffiich almost hides his method from the casual observer. 

We will first describe the crayon (or chalk) manner , taking, as it The crayon 
does, a place midway between the line and tone processes. Its maniier * 
aim is the imitation of the surface texture of the strokes of a chalk 

1 See e.g. Dorigny, Callot, Bosse, J. and E. \an de Velde, etc., Chap VI. 
pp. 160, 163, 168. 

2 See Chap. VII. pp. 197, 213, 221-2. 

3 See Strange, Sharp. Wooliett, etc., Chap VII. pp 204-6; Hogarth, p 234. 

4 E g. Moighen, see Chap. VII p. 209. 
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drawing. The plate is coveted with the etching ground, and this is 
perforated with various kinds of needles (with one or more points) 
with the roulette , and other tools of the same genus, and with the 
mace-head ( mattoir ), an instrument with a butt-end provided with 
irregular points (13). 1 The roulette genus includes tools of various 
forms with a common feature in a revolving circular head. In its 
simplest form it presents a single serrated edge (10) ; or the cutting 
surface of the wheel may be broader, and dotted or lined in a 
variety of manners (the form, with an irregular grain, being some- 
times called the chalk-roll (n), because of its common use in this 
process); while in a third type, called the matting-wheel (12), the 
head revolves at right angles to the handle. 

After etching, the work is often strengthened with the graver, 
the dry-point, or with the same tools that were used in the etching 
(roulette, etc.), directly on to the plate. The oval-point is often 
used for the broader lines. The process is sometimes applied in 
combination with soft-ground etching, whose aim is analogous. 

What is termed the pastel manner is essentially the same 
process as crayon, only a succession of plates 2 is used to print 
the various colours in imitation of pastel. 

The stipple method is closely allied to the crayon manner, but 
its imitation of broad surfaces of tone denotes a tone process 
without qualification. The essential element of stippling is the 
rendering of tone by a conglomeration of dots and short strokes 
(or Hicks). As in the crayon method, both etching and engraving 
are brought into play, but a new element in stipple is the use of a 
graver curved as in 7. 

The conventional method is to lightly etch the outline and 
chief contours, piercing the ground in small holes with the etching- 
needle (sometimes with two bound together), or with the simple 
roulette (10). Then the main part of the work is achieved by 
dotting or flicking with the point of the curved stipple graver, or 
the dry-point. The simple roulette may also be used directly 
on the plate, without intervention of the etching ground, as may 
also the other instruments of the roulette genus which have been 
already described. Line, is of course, frequently mixed with the 
dotted work. 

With less claim to a separate entity as a branch of engraving 
than the two preceding, but used in conjunction with others, is the 
method of dotting , directly on the plate, by means of the hand- 
punch, or the punch and hammer. It was a traditional method of 
the goldsmith long before the birth of engraving in our sense, and 
a considerable number of impressions exist taken at later periods 
from early goldsmiths’ plates engraved in the dotted manner, 


1 See plates 14 and 15 in “ 1753 ” ed. of Bosses Gravure. 

2 For furthei discussion cf. Chap. IX. pp 288, 299, 307. 
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originally intended only for ornament and not for printing. 1 The 
dottingpunch with the single point (8<?), or with a second point 
merely used as a gauge, is usually set in a handle and worked by 
the hand alone (it is the traditional tool of the map and chart 
engraver). Sometimes the head is flattened, and lined and hatched 
in the manner of a file ( matting-punch , 9) ; this form, and other 
shapes with two or more heads, are always used with the hammer. 

The ring-punch (8^), with a hollow circular head, is a common 
goldsmith's tool, and was often used by the niellists. The punch- 
method is seldom used alone by the engraver, but is not infre- 
quently found in conjunction with “era) on” or “stipple.” 

By mezzotint results are obtained in exactly the reverse direction Mezzotint, 
to that of all the other processes of engraving. The artist, having 
prepared a plate which would print quite dark, proceeds in a 
negative manner to work out his lighter portions. 

The instrument most generally used to prepare the plate is The rocker, 
called the rocker (20). Its main element is a curved serrated edge 
with thread smaller or larger (some 50-100 teeth to the inch), 
according to the quality of texture required. The rocker is held 
with its blade at right angles to the plate, and the curved edge 
rocked regularly over the whole surface at many angles, causing a 
uniformly indented surface with a burr to each indentation. A 
proof taken from this would print black, much of the rich quality 
of the tone coming from the burr. Then with the scraper (23, with 
two cutting edges, a different shape from the ordinary scraper) the 
engraver removes those portions of the burr where the lights are to 
appear, working from dark to light. The more of the surface of 
the grain that is scraped away, the less will the ink be retained 
by what remains, and if the scraping and burnishing be con- 
tinued quite to the bottom of the indentations, a smooth surface 
will be left, which will hold no ink, and print white. During the 
last century mezzotint engravers have lessened the arduous labour 
of preparing the ground by attaching the rocker to a long pole- Tlle pole, 
handle, which can oscillate freely from a moving pivot in any 
direction. Indications are not wanting, however, to show' that 
some such contrivance of pole and pivot had been known from the 
very beginning of the art. 2 

An earlier method of preparing the plate seems to have been 
by means of the roulette , and other tools of the same genus, especi- 
ally the large barrel form with rim, lined and hatched, called the 
engine (21). The method of the earliest mezzotinters differed very 
essentially in the fact that it was largely a positive process. They 
roughened the plate where they required their darks, left the parts 

1 'I he opus inlcrmsilc and opus punctilc used by median al goldsmiths aie desci ibed 
by Theophtlus, Div, Art. Schcdula , Bk. III. capp 72, 73 led. Ilendrie}. Cf. Chap. 

IX. p. 250. 

2 See Chap IX on Prince Rupert, p 263. 
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which were to appear white untouched by the roulette or “ engine,” 
and so scarcely needed to use the scraper at all. 

Engraving, 1 etching, 2 and dry-point 3 are sometimes used in 
combination with mezzotint, and stipple 4 and aquatint 5 are also 
occasionally added to vary the grain. Such combinations with 
other processes, and with other aids, like that of machine ruling, 0 
constitute a mixed mezzotint. 

Tone effects, similar to those obtained by mezzotint, but of even 
more regular though less rich texture, are achieved by the aquatint 
process. Its essential principle is etching through a porous ground 
formed of sand or of some powdered resinous substance. 

There are various methods of laying the ground. The earliest 
and perhaps the most usually employed is this. Some powdered 
asphaltum, or resin, is put in a box ; this is blown into a cloud with 
the bellows (or with a fly-wheel worked from without), the plate 
placed on the floor of the box, and the door shut. The dust settles 
evenly over the surface, and is fixed to the plate for the biting by 
the application of heat. Another “ dust ” method is to shake the 
powder over the plate from a muslin bag. A very different process 
is to dissolve the resin in spirits of wine. If this solution is spread 
over the plate the spirit will evaporate, leaving the dry grain on the 
plate. 

Another method of obtaining a perforated ground was invented 
and described by Stapart (Paris, 1773), but it has been little used. 7 
He sifted sea salt on to a thin coating of ordinary etching ground, 
which was kept fluid by heat. The grains of salt sink on to the 
surface of the plate, and, when the ground is hardened, these 
may be dissolved by application of water, leaving a porous ground 
ready for the etching. 

If any part of the plate is to be completely white this must be 
protected with the stopping-out varnish. The plate is then put in 
the acid and left to bite just as deeply as is required for the lightest 
portions. It is then removed ; the parts which are now bitten to 
the required depth, are covered with varnish, and the plate is returned 
to the bath. The process is repeated as often as needed, the por- 
tions that are to print darkest naturally having most bitings. 

Similar effects to ordinary aquatint can be obtained by various 
other methods, such as that of passing the grounded plate through 
the press in conjunction with sand paper, 3 This causes a slight burr 
on the plate, but the main effect is attained by biting through the 
etching ground which has been pierced in the process. In work 
with these methods the scraper may have to be brought into play. 

1 E g. Prince Rupert. 

2 J an Thomas, George White, R. Earlom, J. M. W. Turner, S. W. 

Reynolds. 3 E g Furstenberg, John Dixon, etc. 

4 tt.g. S Cousins, \V. Walker. 3 E.g . Charles Turner, 

6 Cf p 13. • I have not identified any print by Stapart. 

8 Eg. Legros, La Mori du Vagabond. 
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Analogous effects of great variety may also be achieved by pressing Textile-gram 
textiles through the ground. 1 

The grain on the plate may also be corroded by means of Sulphur tint, 
sulphur. The plate is spread with oil, and powdered sulphur is 
dusted on to this. The particles will slowly eat away a very delicate 
grain. Then a delicate grain may be achieved by merely leaving Acid tint, 
the acid on the surface, or on parts of the surface of the plate, where 
required, either by means of feathering or by immersion. Examples 
of this may be noted quite early in our history, e.g. in two plates 
of Daniel Hopfer (B. 16 and 90), and recent etchers have not 
infrequently applied the same practice. 

Since the end of the eighteenth century machine ruling has been Mechanical 
very largely used in one form or another by commercial engravers. niet hods. 
Many of the line engravers 2 of the latter part of the eighteenth and 
beginning of the last century used it largely for their skies, and for 
other regular surfaces in the shading. By complicated ruling 
machines the grains of mezzotint, 3 of aquatint, and of the various 
tone processes can be closely imitated. 

A common practice, or fad, which dates from the end of the Glass coloured 
seventeenth century may just be mentioned. I mean that of laying prints, 
specially treated paper impressions (of either mezzotint, stipple, or 
what not) on glass, rubbing away the paper behind, leaving just the 
slightest film with the print, and then colouring at the back by hand. 

Seen in frames and in a bad light, glass coloured prints of this 
description often belie their real nature and pass as paintings. 4 

Edward Orme J had a special method of using varnishes which 
rendered the paper transparent wherever applied, avoiding the 
delicate process of rubbing away the paper. Charles Turner pro- 
duced many prints to be treated in this manner. 

Some recent engravers have used a process by which a print Monotypes, 
taken from a metal plate has something of the appearance of a 
mezzotint or aquatint, though the plate has not in reality been 
engraved at all. The method involves painting the subject in oils 
on the surface of the plate, either directly or by the reverse process 
of first covering completely, and then rubbing out the light by 
finger or brushes, etc. An impression is pulled from this either by 
hand pressure or in the printing press, and as only one impression 
can be taken they have been called monotypes . 6 The process chiefly 
belongs to the last tw r enty years, but its essential element, that of 

1 See p. 330, Lee Hankey. A note on textile grounds is appearing in a 
catalogue of Lee Hankey’ s prints by Martin Hardie. 

3 See Chap VII. p, 211. 

3 See Unterberger, p. 273. 

1 For an early description of the process see J. Barrow, Dictionarium Poly - 
graphicum , 1735 (under “Mezzotint"). Cf. a “ transparency " method of “back 
painting" described in J. Smith, Art of Painting in Oyl, 1687. 

5 See his h ssay oti Transparent Prints , 1807 

6 For further information see S. R. Koehler, Chronik iv. (1891) ; E. Ertz, 

Studio, Aug. 1902 ; A. H. Fullwood, Studio, July 1904. 
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painting transferred in the press, had been occasionally used by 
earlier engravers, eg. by Castiglione and William Blake. Sir 
Hubert von Herkomer 1 has developed the same idea further, 
making a metallic mould or electrotype from a plate similarly 
painted and dusted with powder to add a certain granulation to 
the surface. Impressions can be taken from this electrotype just as 
from an ordinary engraving. It is a method of reproducing what is 
really a painting without the aid of photography, as in photogravure 
and the other mechanical processes. 

Printing. As the artist- eng raver is quite often his own printer, we will 

briefly state the elements of a process which can be finessed into a 
real art, and one on which the successful realisation of the engraver’s 
idea depends in a large degree. 

Some printer’s ink is first laid on the plate and pressed into the 
lines by means of a dabber, similar in principle to that used for 
laying the etching ground. The superfluous ink is then rubbed 
from the surface of the plate by printing muslin, and the rubbing 
generally finished with the palm of the hand (coated with a thin 
layer of whitening). The plate is either rubbed quite clean, or 
more or less ink may be left on the surface, just where the engraver 
wishes to add a tint. A certain softness of effect is gained by what is 
Retroussage. called retroussage . Some fine muslin is passed lightly over the plate, 
just touching the surface. In this motion the stuff catches a portion 
of the ink, and, drawing it slightly upwards, leaves a certain quantity 
on the edges of the lines, which consequently lose the harshness of 
definition in the printing. By the same means ink may be drawn 
out of the lines, and spread as an even tint over the whole plate. 

The copper- A sliding board which passes between two rollers is the essential 

plate press feature of the copper-plate press. The paper is placed damp against 
the plate, and pulled through the press underneath layers of special 
blankets. In the case of wood-cuts and all relief-blocks the ink is 
merely taken from the surface, and the ordinary printing press with 
its perpendicular motion is sufficient for the comparatively small 
pressure required. In copper-plate printing, on the other hand, the 
pressure must be strong enough to force the paper into the hollows, 
and so pull out the ink. 

From the presence of hole maiks in impressions of not a few early 
prints — more especially Italian — it seems that at the earliest period 
of engraving, before the full development of the copper-plate press, 
the plate may have been sometimes pinned to a block, just as we 
know was done in the case of metal cuts . 2 In other cases, when 
early impressions are known without the holes, we may assume that 
these were made at some period to fix the plate to some article of 
furniture or decoration to serve as ornament. 

It must be remembered that it is the common practice of the 

1 See his Etching and Mezzotint Engraving , 1892. 

- Cf. Chap I p 37. 
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goldsmith to obtain test impressions by hand. These would be 
best taken by rubbing with the burnisher, or with some similarly 
shaped instrument , 1 a layer of smooth paper being generally sufficient 
cover to protect the damp paper on the plate. The thin and 
unequal quality of certain of the earliest prints may perhaps be 
sometimes explained by the assumption of printing by hand pressure. 

The plate has to be refilled with ink between each impression. 

Sometimes the last vestiges of ink are pulled out by taking another Macuiature. 
impression, of course perfectly valueless in itself, which goes by the 
name of macuiature . 

Occasionally a proof is taken, not from the plate itself, but from an Counterproof, 
impression on paper while the ink is still damp. Such counter/* roofs, 

which of necessity look weak and thin, and have no artistic value, 
are taken with the idea of having a print where the work appears in 
the same direction as on the plate itself, either for the sake of mere 
comparison with the latter, or as an aid to the engraver in making 
corrections or additions on the copper. 

For the various methods of printing in colour we would reserve 
our remarks to a special section in Chapter IX. 

It goes without saying that the work on the plate is gradually Number of 
worn down through the printing. The number of good impressions lm P r< - sSlons 
which can be taken is a very uncertain quantity, vaiying in accoid- 
ance with the quality of the engraving. Both dry-point and mezzo- 
tint, depending as they do for their quality on the delicate burr 
yield few brilliant impressions, often not more than some fifteen tc 
twenty-five. We have noticed the fact that steel-facing is frequently 
used to-day to harden the surface. But even with this protection, 
in the case of delicate work like mezzotint, good impressions would 
still be limited to a hundred or so. From a line-plate, however, under 
the same condition, two or three thousand might be taken without 
great apparent deterioration. Without steel-facing, copper-plates of 
line-engravings and pure etchings might be made to yield one, two, 
or even three thousand impressions, but the deterioration is constant, 
and the last prints would be mere ghosts of the original composition. 

The amateur should bear in mind that an impression on which Plate-mark 
the plate-mark ( i.e . the limit of the impress caused by the printing) 
has been cut away (what is called “ clipped ”) does not possess the 
value which attaches to a perfect print. One must remember, 
however, before branding a print as a clipped impression , that paper 
of a certain quality never retains the marks of the impress. The 
presence of the plate-mark is also a sure test to distinguish an 
engraving from a woodcut or a lithograph, a matter which in 
occasional instances is not without difficulty. 

The word state 2 is applied to the separate stages through which States 

1 The term "hand-roller” sometimes occuis in books on engraving, but this 
would scarcely give the pressure required in intaglio printing. 

- See A. M. Hind, "Engravings and their States,” Burlington Mag. xv. 25, 
and 271. 
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a print passes when new work is added on the plate itself. The 
immense differences which can be made by printing with more or 
less ink on the surface never constitute a state, merely a variant 
impression. Besides definite changes in the work on the plate, the 
addition of the engraver’s or designer’s signature, address of pub- 
lisher, and of the title (either scratched, or in clear engraved 
lettering), are all regarded as elements constituting states. The 
practice of re marque proofs, constituted by the presence of the 
“ remarque ” (as the subsidiary sketch in the margin is termed), 
largely emanates from the printbeller of reproductive engravings and 
etchings of the last century, and is as inartistic in idea as it is com- 
mercial in spirit. A late impression need not be even a second state 
if no change has been made on the copper itself, while a compara 
tively early impression might quite well be a late stale (say fifth or 
sixth) if the engraver has taken only one or two proofs from the 
plate in its earlier states, to guide him towards the development of 
his idea. Thus later states may be just as good from an m^thetic 
standpoint as early proofs, which from their very rarity command 
much higher prices. 

The work of the engraver is generally indicated by one of the 
Latin words sculp(sit ), cadavit or incidit ; and of the etcher by 
f\ec(it)\ [ aqua forti\ The student must be wary, however, in his 
inferences, as there are examples, more particularly in the sixteenth 
and seventeenth centuries, where the line-engraver uses fecit and the 
etcher sculpsit . The confusing mixture of processes in the line 
work of artists such as Callot, Bosse, J. van de Velde, etc., may 
account in some instances for the looseness of application. Pinx(it) 
and delin(eavii) are the usual predicatives of the painter and 
draughtsman respectively, inven{it) and composait being also used in 
reference to the author of the design. Figuravit generally refers to 
a drawing having been made as the immediate basis for the print 
(often by the engraver himself), after the original composition of 
another artist. If the publisher’s or printsellers name is given, it is 
generally followed by exc(itdii)p divulgarit , or form/s , the printer’s by 
imp., though this seldom occurs except in manuscript. 

In estimating the age of an impression, some knowledge of the 
various qualities of paper is of service, but it must be combined 
with the qualifying recognition that old hand-made paper (possibly 
as much as two or three centuries old) has always been much 
sought after and used for its quality by many modern engravers and 
etchers. The earliest engravers most commonly used ordinary 
linen-rag paper with a regular grain, not too opaque in quality. 

Towards the beginning of the seventeenth century Indian and 
Japanese papers were beginning to be imported into Europe. The 

1 For a contemporary explanation of the term m the school of Wierix, see a letter 
of B Moretus quoted by Max Rooses in his Christ op he PI an tin , 2nd ed , Antwerp, 
1896, p. 279. laterally, both exc and foi mis would imply the punter. 
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former, usually thin in texture, is of a white though dull surface, 
and prints much more cleanly than the latter. The Japanese paper 
is far more absorbent, and needs in consequence to be printed from 
a plate not too fully charged with ink. With its rich yellow tone 
and silky surface, it is an excellent paper where a delicate surface 
tint without sharp definition of line is required. Rembrandt used 
it largely, as have most etchers since his day. The paper used in 
the first half of the nineteenth century is generally the worst of all : 
it frequently displays its bad quality by turning colour in spots. 

This spotty discoloration of the paper — “foxing,” as it is called — 
is as varied in its character as in its causes. It may be of animal 
or of vegetable growth, or even of mineral origin, arising from the 
composition of the paper, the nature of the ink, the dampness and 
impurities of the surrounding atmosphere, and a host of other 
causes. While the commoner forms may be removed by the 
simplest remedies, great care, as well as considerable scientific 
knowledge, is required by the restorer who is effectively to check 
each kind of growth. A thick card-like paper was also first used at 
the beginning of the nineteenth century, often a good sign of a more 
modern impression from an eighteenth century mezzotint. Vellum, 
whose manufacture goes back many centuries before that of paper, 
has been occasionally used at ail periods. For large prints its rich 
quality is extremely powerful and effective. The manner in which 
it shrinks sometimes renders the identity of a vellum impression a 
puzzling matter. Even the great monographer Bartsch did not 
avoid the pitfall, giving a separate description in his catalogue of 
Rembrandt to a shrunk vellum impression of a plate described in 
another number . 1 * 

Paper- marks, indicating a standard quality, or less often a Water-marks 
particular factory, may be of occasional service in locating the origin 
and limiting the date of early prints, but the manner in which 
paper must have been transferred from one country to another, 
and the uncertainty of interval between manufacture and use, 
necessitate many reservations and qualifications in accepting this 
type of evidence. 

It may be added that impressions are sometimes taken on other impressions 
materials besides paper and vellum, eg. on satin or silk. In the on Sllk ancl 
eighteenth century this is by no means uncommon,- but it is 
difficult to set any limits to the period of the practice of printing 
on textiles, which, in the case of wood-blocks, was undoubtedly in 
use in Europe as early as the twelfth century . 3 

1 B 301, being described from a contracted impression (Amsterdam) of B. 300 
(part of B. 366). 

- One might instance Worlidge’s Gems , 1768, of which some copies of the 
earliest edition were printed on satin. Of earlier work a satin impression of Durer’s 
Frederick the l \ 'ise (B. 104) in the British Museum may be noted. It is not likely, 
ho\\e\er, that it was printed before the seventeenth century. 

a Cf. Chap. I. p. ig t note 1. 

C 



1 8 


PROCESSES AND MATERIALS 


KEY TO THE PLATE ILLUSTRATING THE TOOLS 
USED IN THE VARIOUS METHODS OF ENGRAV- 
ING AND ETCHING 

1. The braver or burin, set in the handle of most usual >hape. a and b, sections 

of the same ; a , square ; lozenge ; and c and </, sections of the same 
sharpened with a Hat | or round id) lower edge, to act as a scorper 
f sea u per or scooper). 

2. Showing another shape of graver handle. The blade is here shaipened in a 

triangular section {the two cutting edges forming a smaller angle than in 
the lozenge), in the form called the tint tool. On the basis of this shape 
are sharpened scorpers (scaupers or scooper*) as in b and c , the threading 
tool (</). 

3. Sections of the plate, showing the line a- cut In the graver : <?, with the Inur; 

b and t\ the line a* cut by square 1 h , 01 lozenge giaver fc), with the buir 
scraped away ; d and e , the line a> cut by a scoiper dlat and lound). 

4. Section of a scraped mezzotinted plate. 

5. Sections of the plate, showing the etched line : a, bitten with nitric acid : b, 

bitten in the Dutch bath (hvdrochloiic acid 1 

6. Sections of the plate as cut by the dry-point, with the burr on one, or both 

sides, according as the point is held. 

7. Stipple graver. 

S. a, Dotting-punch ; b , ring-punch, 

9. Matting-punch. 

10, 11, 12. Various forms of roulettes— 

10. The simple roulette. 

11. The chalk-roll. 

12. The matting- wheel. 

13. The mace-head (mattoir). 

14. Etching needle. 

15. The oval point and its sections, a and /». 

16. The square and lozenge graver shapes (occasionally used in etching). 

17. The dry-point. 

1 8. The scraper, and section (a\ 

19. The burnisher, and section 

20. The mezzotint rocker. 20a. Another \iew of the same. 

21. The engine fa large type of roulette used by the eaily mezzotinters). 

22. Mezzotint burnisher. 

23. Mezzotint scrapei, and section \i). 

24. The gouge for scooper 

25. a , Ordinary Hat punch ; b , cocking punch. 

26. Engi aver* hammer. 

27. Calliper*, two types ( a and b). 

28. Oil rubber. 

29. The roller 'for laving the ground in etching). 

30. The dabber (aLo for laying the ground 



CHAPTER I 


THE EARLIEST ENGRAVERS 
(THE FIFTEENTH CENTURY) 

Engraving, in its broadest signification, is no discovery of the Origin and 
modern world. Goldsmith and metal-chaser have flourished amongst antic l ult y of 
almost every cultured people of antiquity of whom we have any 
knowledge, and the eng aved line is one of the simplest and most 
universal modes of ornamentation in their craft. But there is no 
evidence that the art was used as a basis for taking impressions on 
paper before the fifteenth century of the present era, and our study 
has little to do with engraving apart from its application to this end. 

Printing from relief-blocks had already been practised for several 
centuries for impressing patterns on textiles, 1 but no paper impres- 
sions of wood-cuts are preserved which can be dated before the 
latter part of the fourteenth century. In fact paper itself can hardly 
have been procurable in sufficient quantity much before about 1400. 

It is by no means astonishing that the idea of printing from a plate 
engraved in intaglio should have been devised later than the sister 
process, where the transference of the ink from the surface of the 
block would entail comparatively little pressure. 

The two processes of printing are so entirely different that one The compara* 
can hardly say that the line engraver owed more to the wood-cutter tl ^' e P ol5ltl oii 
than the mere suggestion of the possibility of duplicating his designs and muXo 
through the medium of the press. The popularity of religious cuts engraving, 
and pictures of saints, produced in the convents, and sold at the 
various shrines to the pilgrims in which the age abounded, must 
have opened the eyes of the goldsmith to the chance of profit, which 
hitherto had been largely in the hands of the monks and scribes 
turned wood-cutters. Another incentive to the reproductive arts, of 

1 The know n examples of such impressions on stuff { Zeugdnn he) seem all to belong 
to the peiiod between the twelfth and fifteenth centuries. The method of printing is 
described by Cennino Cennini in his T rat/ a to della Pittura (probably written before 
1437), ch. 173 (Ed. Milancsi, Florence, 1859; tr. Mrs Mernfield, London, 1844; 

A I lg, Vienna, 1871). For the development of early wood-cut printing, which the 
student of the origins of intaglio engraung cannot afford to forget, I would merely 
refer to two most valuable essays — {1 ) F. Lippmann, Veber die .-infinge der I orm- 
cchneidckunst und des Bi Id dr in kes, Repertonum, 1. 215 ; fii ) C Dodgson, Intro- 
duction to Catalogue of Early Gt rman and Flemish 1 1 'cod -cuts m the British Museum, 

\ol. 1. (1903). 
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which the wood-cutter must have early taken advantage, 1 was the 
introduction of playing cards in Europe. 

From their very beginnings the two arts were widely separated, 
that of line engraving having all the advantage in respect of artistic 
entourage. The cutter of pattern-blocks (Formensch/ieider) would 
be ranked in a class with the wood-carvers and joiners ; the monk, 
duplicating his missionary pamphlets in the most popular form, 
might have been a brilliant scribe, but not often beyond a mere 
amateur in art: and, finally, the professional cutter, who was called 
into being by the incieased demand towards the second half of the 
fifteenth century, was seldom more than a designers shadow' or a 
publisher’s drudge. The goldsmith, on the other hand, geneially 
started with a more thorough artistic training, and from the very 
nature of his material was more able than the cutter to preserve his 
independence in face of the publishers, who could not so easily 
apply his work to book illustration in conjunction with t\pe. 2 More- 
over, the individual value of the process w*ould appeal to the painter 
and to the more cultured exponent of art more diiectly than the 
other medium, which often does no more than merely duplicate the 
quality of the original design. So quite early in the history of our 
art we meet the painter-engraver, i.e., as Bartsch understood the title 
of his monumental work, the painter who himself engraves his 
original designs, in contradistinction to the reproductive engraver 
w'ho merely translates the designs of others. “ Artist-engraver has 
been recently suggested as an English rendering of pci nt re- grave ur , 
but the term is hardly more happy than painter-engraver, for what 
reproductive engraver w ill not also claim to come beneath its cloak ? 
As a term at once most comprehensive and exclusive, we would 
prefer to use original engraver (or etcher ), for we have to deal with 
an artist like Meryon, who from natural deficiency (colour blindness) 
could not be a painter at all. 

The earliest date knowm on any intaglio engraving is 1446, and 
occurs on the Flagellation of a Passion series in the Berlin Print 
Room (for another of the series see Fig. 2). There is direct evi- 
dence that others preceded this at least by a few’ years, and the 
priority of one master may reasonably be extended to a decade, 
or even more. Copies in illuminated manuscripts point to the 
existence of prints by the engraver, called from his most extensive 
work the Master of the Playing Cards, as early as 1446 3 
This engraver forms the chief centre of influence on the technical 
character of the first decade of engraving in the North. From 
stylistic connexion with Stephan Lochner, he has been generally 
localised near Cologne, but recent recognition of Hans Multscher 

1 In 1441 the Signoria of Venice forbade the importation of foreign printed pictures 
and cards p aftc c Jigut € sftiznfzt/t'), which points to wood-cut cai'ds being in exist- 
ence at this period, though no extant pack can be dated with any certamtv before 
1460 (z e later than the earliest known cards m hne-engra\ingi. 

2 Cf. Chap IV. p 1 19, and note 1. - See Lehi s , Uhrbiuh , ix. 239, xi. 53. 
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and Conrad Witz inclines Lehrs to place him in the neighbourhood 
of Basle, citing the South German origin of Lochner as an apology 
for the older position. His manner of shading, which suggests the 
painter rather than the goldsmith, is of a simple order, consisting 
of parallel lines laid generally in a vertical direction, and seldom 
elaborated with cross-hatching. His playing cards (most of which 



Fig. 2. — The Master of the Year 1446. Christ crow net! with Thcrns. 


are in Paris or Dresden) present an example of the branch of 
activity which, alongside with the making of small devotional prints, 
formed one of the chief uses to which early w T ood-cutting and 
engraving w r ere applied (see Fig. 3). Asa draughtsman he possesses 
an incisive and individual manner, and, in his representations of 
animals, he is no unworthy contemporary of Pisanello. The flat and 
decorative convention of his drawing of bird and beast show’s a 
certain kinship with the genius of Japanese art. 

Among the craftsmen who show r the clearest evidence of his in- 
fluence is the Master of the Year 1446, which gives considerable 
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weight to the assumption that the Master of the Playing Cards was 
working some years before this date. With less artistic power and a 



Fig 3 — The Master of the Playing Cards Cjclamen Queen 

more timid execution, the same scheme of parallel shading is followed, 
though varied with a more liberal admixture of short strokes and flicks. 
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Another engraver, who emanates from the same school — of small The Master 
original power, but of some interest as a copyist on account of com- g f a ^ eroles 
positions preserved us by his plagiarisms — is the Master of the 
Banderoles, so called from the recurrence of ribbon scrolls with 
inscriptions on his prints. He has also been called the Master of 
the Year 1464, but as he merely repeated the date from a wood-cut 
series which he copied (a grotesque alphabet now in Basle), the title 
is hardly apt. In certain instances, e.g. the Alphabet , and a Fight for 
the Hose (Munich), the latter from a print of the Finiguerra School 
(Beilin), 1 the sources of his plagiarisms have been identified. Others, 
like the Judgment of Paris (Munich), possess greater value as probable 
copies from lost Italian originals. As an artist he is of little account. 

Clumsy draughtsmanship is combined with slender powers of model- 
ling, often still further enfeebled by the weak printing commoner in 
Italian than in German work of this period. It is not unlikely 
that he may have worked at some period of his life in Italy itself. 

The Master of 1462 is another of the fictitious personalities whose The Master 
name should be ruled out. The most recent criticism attributes the °Q he 
Holy Trinity at Munich (with the MS. date of 1462 on which the ^ eibemacht - 
original name was based) to the Master of the Banderoles, and 
other prints formerly assigned to him are now attributed to the 
Master of the Playing Cards (eg. St . Bernardino , Lehrs, i. 239, 11), 
or ranged under a newly christened Master of the Weibemacht, 
so called from a print in Munich representing a Woman on an 
ass leading four monkeys in her train (Lehrs, i., Tafel, xi. No. 30). 

Most of the earliest German engravers are now thought to belong Tiie Netiilr- 
to the Upper Rhine. Quite contemporary with these is another group b^glandy 
which bears undoubted signs of Flemish or Burgundian origin. earliest group 

The Master of the Death of Mary (so named from P. II. 227, The Master of 
1 1 7, and of great interest for a large Battle piece) is perhaps only one ^ e r Death of 
among other slightly older contemporaries of the engraver called from 1 ar> * 
his most important plates the Master of the Gardens of Love. 

In this engraver, some of whose prints must have been in The Master of 
existence in 1448, by reason of copies in a manuscript of that year, ^ Gardens of 
the Netherlands exhibit an earlier development of a certain grade of 
technical excellence than Germany, a fact which possibly points to 
the earlier introduction of the art in the former region. Besides 
the two Gardens of Love (Berlin and Brussels), which are of such 
importance for the view they give of the Burgundian gallant society 
of the middle of the century, considerable interest attaches to a 
St. Flights, the patron saint of goldsmiths (P. II. 253, 2, Amsterdam). 

It is one of the earliest pictures of a workshop of the craft from 
which the art of engraving was emanating (Fig. 4). 

Of about the same period, and either belonging to the Nether- The Master of 
lands or to the neighbouring region of Burgundy and France, is the 

1 See Lippmann. Jahrbuch , \ii 73. Dr. Warburg, on the other hand, holds that 
the original source from which both were taken was Northern (see Sitzungsbcnchte 
der Kunstgeschichthchen Gesellschaft, Berlin, Feb. 1905;. 
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engraver known by a print in Dresden (R II. 32, 54) as the Master 
of the Mount of Calvary. His 5/. George and the Dragon (British 
Museum), with its strong outline and with its figures put sharply in 
relief, is almost certainly the work of a goldsmith. Sull keeping to 
the simple scheme of parallel shading, he exhibits a sense of stvle 
in the dignity of his design uncommon among the engravers of the 
time. His Knight in Armour (Willshire, vol. ii. p. 483, G. 131*), of 
which the British Museum possesses a unique impression (Fig. 5), 1 
is noteworthy for the curious type of armour and accoutrement, 
which seems to be nearer that in use in the region of Burgundy 
or the Jura than anything in Germany or the Netherlands. 2 

The Master, known by his initials, E. S. (or sometimes by the 
dates 1466 and 1467 which appear on certain of his plates), un- 



Fig 4. — The Master of the Gardens of Love. St. Eligius, Patron of Goldsmiths. 


questionably owes much to the Master of the Playing Cards in the 
formation of his style. 3 It is a fact easily forgotten, considering the 
distance which separates the bulk of his work from the earlier 
efforts which were once regarded as the product of a different 
engraver, christened from the most important plate in this manner 
the “ Master of the Sibyl.” The plate of Augustus and the Sibyl 
(P. II. 68, 1) has all the timidity of youth, and is executed with less 
cross-hatching and a more liberal use of short flicks than most of 
the signed work of E. S . ; yet it already possesses the salient 

1 In a volume of costume prints in the King’s Library, 140. 1 10 (fo! 80). 

2 Cf H. Bouchot, Un nncetre de la gravure sur hots, Paris, 1902, p 96. 

3 Cf. eg the Virgin loith the Snake (Padua, Bib!, del .Neminai io;. the master, 
piece of the engraver of the Playing Cards, with E. S * s small l 'ughi on a Crescent 
(P. II 55, 142). 
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characteristics of form which mark the latter, the most prominent 
feature being the heavy nose. The master may have only begun to 
date his prints in quite the last years of his life, and this early work 
may reasonably be placed as far back as 1450. 

The Master E. S. seems to have been a native of Strassburg, or 
some neighbouring town, 
and nothing is more likely 
than that he served his 
apprenticeship at Basle, or 
at whatever place on the 
Upper Rhine the Master 
of the Playing Cards had 
his school. The influence 
of Van Eyck has often been 
emphasised, but increasing 
knowledge of the indigen- 
ous schools of early Ger- 
man painting tends to dim- 
inish the probability of any 
definite point of contact 
with Flanders. E. S. does 
not rank high as an artist, 
but on the technical side 
he was one of the greatest 
influences in the progress 
of the art of engraving. 

Starting no doubt as a 
goldsmith, he gradually 
freed himself from the 
limitations of the craft, and 
developed a solid system 
of engraving, with a regular 
scheme of cross-hatching, 
which laid the foundation 
for the perfection of the 
art in Albrecht Durer. 

As one would expect from 
a goldsmith, the secondary 
parts of composition, the 
ornaments, and conven 
tional plants, etc., are de- 
signed with exceeding care. And it one regards separate faces and 
figures alone, he shows considerable power of expression, but in the 
larger problems of composition he is seldom quite successful. His 
most ambitious attempt in a composition of many figures is his large 
Madonna of Einsiedeln, dated 1466 (B. 35). In that year the Feast 
of the Consecration of the Swiss cloister by angels was celebrated 



Fig. 5, — The Master of the Mount of Calvary. 
Knight in Armour. 
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with considerable pomp, and the print was no doubt sold as a 
memorial to the pilgrims who attended the commemoration. Apart 



Fig. 6 — The Master K. S Virgin and Child with St Margaret ana 
St. Catherine in a Garden. 


from its subject the plate itself has a historical interest. It passed 
into Italy, and with the original lines erased and the surface 
burnished, but still showing some traces of the old composition, 
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served an anonymous Umbrian engraver before the end of the 
century for a figure of the famous warrior Guerino Mesduno . This 
would hardly have been done unless the plate in its original state 
had been quite worn out, so we may assume that the number of 
impressions taken from the plate must have been considerable. 

Although E. S. is a constant interpreter of the forms of Gothic 
architecture, he nevertheless seldom fails to commit the most 
evident errors in perspective. An egregious example is the Annun- 
ciation with the Round Arch (P. II. 69, 3), which Israhel van 
Meckenem easily corrects in his copy, just as the author of the 
wood-cuts in the Blockbook of the “ Ars Moriendi ” corrected other 
similar errors in the originals of E. S. from which he borrowed. 

E. S. is a perfect representative of the Gothic elements m the art 
of design which pervaded nearly all German work of the fifteenth 
century, elements that were gradually transfigured by the more 
universal art of Diirer, and finally ejected before the middle of the 
next century by the overwhelming stream of the Renaissance from 
Italy. Apart from the predominance of Gothic forms of architecture 
in the prints of this early German school, there is a responsive note 
in all the other elements of its drawing. It is, as it were, a trans- 
ference of the spirit that inspires the lofty pointed arch and sinuous 
tracery, which is the basis of the long forms, the thin fingers, and 
the angular folds, that so generally characterise the work of this 
school. A noteworthy characteristic of the old Gothic architects 
and sculptors was their affection for the grotesque. It is one of 
those elements of design in which the German engraver of the 
fifteenth century remains supreme. The Grotesque Alphabet of the 
Master E. S. (B. 98, etc.) with its incisive humour is an excellent 
example of this quality. 

The technical advance from the simple scheme of the Master of Martin 
the Playing Cards which w*as chiefly promoted by E. S. and his Schongauer. 
prolific w*ork, w r as carried even further, and united with much higher 
artistic endowments in Martin Schongauer. He is the first of the 
German engravers whom w r e definitely know to have been more a 
painter than a goldsmith, and this fact will largely account for the 
character of the advance w'hich he achieved in the art. Living 
almost all his life in Colmar, w T here he was probably born about 1445 
(or somew'hat earlier), nothing is more likely than that he learnt his 
engraving in the workshop of E. S., winch, as has been remarked, 
was probably somewhere in the neighbourhood of Strassburg. 

Both the technical manner and the types used in his early work, 
such as the Virgin and Child on the Crescent Moon (B. 31), betray 
a close affinity to that master. There is still small capacity for 
modelling in perspective; the child is as it w*ere silhouetted against 
the Virgin’s bieast with little attempt at foreshortening. Moreover, 
in this early period all the essential features of the Gothic pervade 
Schongauer’s style. There are the long figures, the sharp folds, the 
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slender fingers with exaggerated knuckles, the lined and knotted 
faces. It is the spirit which is seen to perfection in one of his best 
and largest prints of this period, the Death of Maty (B. 33). 
Another comparatively early plate, the March to Calvary (B. 21), is 
again one of the largest, as so often happens with the young and 
ambitious artist. The strength of his genius for composition is 
here fully developed, but there is still a certain provincialism of 
characteristic both in types and technique which he almost 
completely loses later. The St. Michael and the Dragon (B. 53) is 
another plate essentially in the early style, but almost at ns turning 
point, so fine and skilful is its engraving. His power of fantasy, 
akin to the grotesque in Gothic, is wonderfully exemplified in the 
St. Anthony tempted by Devils (B. 47), which Vasari tells us the 



Fin. 7. — Martin Schongauer. Goldsmith Prentices fighting. 


young Michelangelo was inspired to copy. Combined with his 
imaginative power, are a sense of humour and powers of observation 
which place his Goldsmith Prentices fighting (B. 91, Fig. 7), and the 
Peasants going to Market ( B. 88) among the best pieces of genre 
produced in the fifteenth century. 

Little by little Schongauer rises above the Gothic limitations 
both of setting and of type. Ornament and architecture are 
simplified, and everything is concentrated on the expression of the 
central idea. For the nobler characters he represents, he comes to 
discard the ill-favoured, one might say provincial types from which 
E. S., and in Get mo^t German engravers of the fifteenth century, 
never swerved, and actualises an idea of beauty which in its nearer 
approach to more absolute ideals appeals to a far more universal 
appreciation. In the Christ appearing to Mary Magdalene (B. 26, 
Fig. 8), and Christ and Mary on a Throne (B. 71) the full blossom of 
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his art is seen. The concentration of interest on the central theme 
is noteworthy. In the former the distant landscape is mere outline, 
the tree is bare, the grass is without the varied and distracting 
collection of goldsmiths’ plants, while in the latter there is no 
ornament to divert the attention in the simple architecture whose 
graceful lines merely serve to balance a beautiful composition. 



Fig. 8. — Martin Schongauer. Chiist appearing to Mary Magdalene. 


If our suppositions are correct, the chain of development from 
the beginning of the art in Germany passed from the Master of the 
Playing Cards to E. S., and from the latter to Schongauer. And the 
last of these, whose talent only just fell short of the height of a 
master great in the universal sense, was the link to join the former 
to Diirer, who in 1491, the year of Schongauer’s death, was just 
beginning his work. 

Until the end of the century Schongauer’s influence remained 
paramount among German engravers, and, like that of E. S., was 
felt in no inconsiderable degree as far abroad as Italy. 


Chain of 
development 
in German 
engraving. 
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At least one other member of Schongauer’s family, Martin’s 
brother Ludwig, was an engraver, if, as is most likely, this is the 
right interpretation of the monogram Tradition has also 

identified a certain Barthel Schongauer with the engraver who uses 
the signature but it is probable the monogram is rightly read 
BG, and not BS. He copied several of Schongauer’s plates, but his 
original work is in reality more closely allied to that of the Master 
of the Amsterdam Cabinet (see below). 

A master whose style was closely formed on that of Schongauer 
is the monogrammist B M. His engraving is somewhat crude and 
his drawing irregular, but his large plate of the Judgment of Solomon 
shows no lack of dramatic force. 

An engraver of much greater originality, who also to some extent 
shows the influence of Schongauer, is the master known by his signa- 
ture LC^ There are elements in his work, e.g. the landscape and 
architecture, which point to the Netherlands, and it seems attractive 
to regard the z of his monogram as the Dutch ending -zoon, but on 
the whole evidence inclines to locate him in Upper Germany. His 
Temptation of Christ exhibits a likeness to Schongauer in the type 
of face, but the composition as a whole is quite original and full of 
fantasy, and the manner of engraving, if somewhat thin in line, has 
no little charm. 

The more delicate elements of Schongauer’s style were perhaps 
most aptly continued in the master of the monogram A. G. (who on 
insufficient grounds has been called Albrecht Glockenton, one of a 
family of Nuremberg miniature painters). His work and that of 
another anonymous master, VV/vH (who has been called Wolf 
Hammer) possess a special interest as being found printed directly 
on the page of text in certain missals and breviaries published by 
Georg Reyser at Wurzburg and Eichstadt between 1479 and 1491. 
They are among the rare examples during the fifteenth century in 
the North 1 of a practice which was hardly used at all until a 
hundred years later. 

In Lower Germany, Schongauer finds his closest followers in 
the engravers with the monograms B £, R and PM. The latter has 
hardly a rival among these early masters in the power of modelling 
the nude, which is notably good in his Crucifixion with the two 
Thieves (Frankfurt). 

The only other engraver before IXirer beside* E. S , who can 
claim a place at all comparable to that of Schongauer, is the 
anonymous artist called from the Print Room which contains the 
largest collection of his works (amounting in all to some eighty 
pieces) the Master of the Amsterdam Cabinet. From a book 
of drawings by the same hand preserved at Wolfegg, somewhat 
vaguely called the Hausbuch, which illustrates the Planets and their 
influences, and the various arts and occupations of men. he has 

1 PP 33 - 47. 65, 70, 96, 1 19. 
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also been called the Master of the Hausbuch, while a date which 
Duchesne asserted to have been written on one of the prints (though 
this is not at present known) gave him the further title of the Master 
of 1480. As yet none of the many suggestions as to his personality- 
one of which identified him with Holbein the Elder, has been con- 
vincing. It is now generally assumed, however, that he must be 
looked for somewhere on the middle Rhine, perhaps near Frankfurt 
or Mayen ce. 

He is an artist with a freedom of draughtsmanship quite remark- 
able at this epoch. If his manner of engraving has something of 
the irregularity of an amateur, his power of expression is vigorous 
and masterly. With certain brilliant characteristics, which by their 
very modernity may attract us even more than Sc hongauer, he never- 
theless stands well behind the latter in artistic conscience and power 
of composition. His plate of Solomon's Idolatry (Lehrs 7) is a 
wonderful example of the meaning he can put into his faces, while it 
is chaiactenstic in another particular, the presence of a little curly 
dog who is looking on with an interested expression, a piece of side- 
play which almost foreshadows Rembrandt. His plate of a Dog 
scratching his Xeck (Lehrs 7S) shows how directly he studied nature. 

He is one of the first of the German engravers to attempt unaffected 
portrait directly from the life, e.g. in his Study of two Heads (Lehrs 
77). It has generally been asserted that hardly any outside influence 
makes itself felt in this engraver’s work. But his St. Martin and 
the Beggar (Lehrs 38) and St. Michael and the Dragon (Lehrs 39, 
cf Schongauer, B. 53) could hardly have originated without some 
suggestion from the corresponding subjects in Schongauer’s work, 
while his J Vo man with the Escutcheon (Lehrs S6, Fig. 9) recalls 
analogous compositions of the same master ( e.g . B. 97), at least in 
the type of face. But these, and a single reminiscence of E. S. (in 
the St. Mary Magdalene , Lehrs 50), are isolated instances, and his 
achievement is almost perplexing in its originality. His technical 
manner also stands quite apart from other work of the period. 

With its burr the result is like that of dry-point, which was so 
little used before the seventeenth century. Whether he scratched 
the plate with a proper dry-point, or with the graver, matters little. 

The burr was not scraped away, and the essential virtue of the dry- 
point process was already realised. 

Allied in style to the Master of the Amsterdam Cabinet, at W$B. 
least in his irregularity of manner as an engraver, and in a natural 
power of rendering facial expression, is the master of the monogram 
V/$E>* Only some four prints of his are known, but they are re- 
markable among the earliest attempts at lifelike portrait engraving 
in Germany. 

It was not long before the achievement of the Master E. S., which Netmk; 
technically so far outstripped that of any of his contemporaries, made L ; VNI ^ ' 
itself felt as a most potent influence beyond the German borders. L<_ “ ; 
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The second generation of engravers in the Low Countries profited 
far more from the advance made by the German master than from 
the work of immediate predecessors of their own nationality. 

Of dated work at this time there is little beside* that of the 



Master of the Boccaccio Illustrations, i.e. the author of a 
series of prints which appeared in a French translation of Boccaccio's 
De Casibus virorum et foeminarwn illustrium , published by Colard 
Mansion at Bruges in 1476. The drawing is crude and ungainly, 
but there is considerable vivacity in the figure composition, and a 
refreshing truth in the simple architectural backgrounds of some 
of the plates. With this engraver shading is quite secondary to 
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outline. In one of the very rare copies of the book (belonging 
to the Marquis of Lothian, Newbattle) the plates 1 are coloured by a 
miniature painter of the time, and the engraver probably fashioned 
his style with a view to this possibility. There are many other 
examples, notably among such work as the numerous small devotional 
plates of the German Master of the St. Erasmus, where prints 
have served as an outline basis for the illuminators of manuscripts. 

We may mention in this place another print which has particular 
interest as being found in the Chatsworth copy of the earliest book 
printed in English, i.e. Ca\ ton's Recuyell of the Histories of Trove . 

It represents C ax ton presenting a Copy of his Work to Margaret of 
York (the wife of Charles the Bold), and though not known in 
any other copy, and here only inlaid in the first blank leaf and 
perhaps inserted at a much later date than the first publication, 
must neveitheless have been originally designed to illustrate the 
book. 2 The Recuyell was printed in Bruges some two years before 
the Boccaccio, and the plate is certainly by an engraver of the same 
school as the Boccaccio illustrator, if not by the same hand. 

A sounder and more prolific craftsman than the Boccaccio "W ^ 
master was the engraver who used the signature In his case 

the dependence on E. S. is sufficient to support the assumption, 
that he may at some time have studied under the German master. 

This may account for his possession of some of the plates of E. S., 
which were reworked in his studio, and provided with his signature. 

It has been recently suggested that the rework was really due to 
Israhel van Meckenem, who on this hypothesis must have served an 
apprenticeship with the Netherlandish master. 3 * By far the most 
interesting work of w? consists in his engravings of Gothic 
architecture and reliquaries. His system of shading is sound, and 
by a good command of light and shade he succeeds well in giving 
the idea of depth to his constructions. His understanding of 
perspective is quite remarkable among the engravers of the fifteenth 
century. 

An early Dutch engraver of pronounced individuality is the I AM of 
master who uses the monogram I A M, sometimes adding the sign of z%volle ' 
a weaver's shuttle, and the woid Zwoll (which was no doubt the 
place of his activity). In style he is a close follower of the contem- 
porary school of painting in Holland, of whom Albert Ouwater and 
Geertgen tot St. Jans are the best known representatives. Such prints 
as the Christ in the Garden (B. 3) and the Taking of Christ (B. 4) 
are characteristic of the realism of his manner and the exaggerated 

1 Parted in. The only other copy known with plates is at Gottingen. Cf. pp. 

3°. 47* 9 6 * ll 9 f° r the piacttce of printing directly on the page of text See also 
pp. 65, 70. 

2 See S. M. Peartree, Burl Mag August 1905, and A. \V Pollard, The Lib i cry % 

Oct. 1905 

3 See M. Geisberg, Meister der Berliner Passion und I. v. Meckenem , 1903, p. 91. 
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expression he gives to his coarse and heavy-featured types. His 
most successful plate, both in the avoidance of exaggeration, and in 
the engraving, which is less crude and harsh than usual, is the 
Adoration of the Kings (B. i). 

Working quite near the end of the fifteenth, if not at the begin- 
ning of the sixteenth century, is the architect and engraver Allart 
du Hameel, who interests us chiefly as preserving the designs of 
that master of fantastic satire, Jerome Bosch. The word “ Bosche” 
which occurs on several of his plates may refer to the painter, or 
perhaps merely to the town which was common to both painter and 
engraver. Allart du Hameel uses the simplest technical means. 
His shading, which is fine and delicate, is little in evidence, and he 
relies almost wholly on an outline which, in his Battle-piece (B. 4) 
and the Last Judgment (B. 2), must very closely reproduce the 
delicate and incisive line of his model. 

Another engraver whose work betrays the influence of the Dutch 
school, and of Dierick Bouts in particular, is known merely by his 
monogram F V B. In spirit he comes nearer than any engraver 
of the time to the Master of the Amsterdam Cabinet and to 
Schongauer. His Samson and the Lion has much of the vivacity of 
the former master, while technical analogies in the use of dry-point, 
though more sparingly applied, may be noted in his greatest plate the 
Judgment of Solomon (B. 2). Like both the engravers with whom 
we have compared him, he is an excellent engraver of genre, and 
his Two Peasants quarrelling (B. 35) is one of the most entertaining 
plates in this field produced in the fifteenth century. Old tradition 
calls him Franz von Bocholt, but as yet no foundation has been 
found for the identification. 

In Israhel van Meekenem we meet an engraver who is known to 
have worked towards the end of the century at Bocholt, w r here he 
died in 1503. As we have noted in relation to there is 

evidence that Israhel’s stylistic connexion with the Netherlands may 
be referred in a particular degree to a possible apprenticeship with 
this master. Like most of the early engravers he was a goldsmith, 
and never in fact much more than a clever craftsman. He was a 
prolific producer : his work amounts in all to some 570 plates, but a 
large proportion are copies from E. S., Schongauer, the young Diirer, 
and others. He was one of the first engravers to apply to any extent 
the idea of reworking his plates after they were worn with many 
printings. Nor did he limit this practice to his own engravings, but 
reworked numerous plates of others, e.g. of E. S. and F V B, and 
more than all of the Master of the Berlin Passion, who has been 
recently identified with Meckenem’s father. 1 One of the faculties 
of the goldsmith, that of ornament, he possessed in a high degree, 

1 See Individual Bibliography (Geisbergl The student should beware of con- 
fusing him with the Master of the Year 1446, who is also known from his Passion 
Series m Berlin. 
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and his prints of Gothic grotesque and scroll work are among the 
most excellent of their kind (see Fig. 10). 

Another engraver of the Lower Rhine (probably of Cologne), the P. \v. 
master of the monogram P. W., produced one of the most ambitious 
series of prints of the time, six large illustrations of the Swiss War of 
1499. There is considerable freedom and vigour in his figures, not 
unlike that of the Master of the Amsterdam Cabinet, but the land- 
scape, seen almost as a bird’s eye view, is quite elementary in 
character. His most pleasing work is a set of small round playing- 
cards of extremely delicate engraving. 

Among the engravings produced in Upper Germany at the close Upper 
of the century, a small group signed F. S. possesses added interest Germany. 
from the attribution to the Nuremberg sculptor Veit Stoss. They Veit Stoss, 
are evidently the work of an artist unpractised in the process, but 



Fig. 10. — Israhel van Meckenem. Ornament with grotesque figures. 


his Madonna with the Apple (B. 3), Raising of Lazarus (B. 1), and 
Pie tii (B. 2), despite some exaggeration in the treatment of the 
minutiae of form, e.g. the veins of the leg in the Pie fa, possess a 
distinct charm of their own. 

One engraving, a design for a baptismal font, has been attributed Jorg Syrlin. 
to another sculptor, Jorg Syrlin of Ulm. The elder sculptor of 
that name, who seems to have died in 1491, has generally been 
reputed its author, but the evidence is so slight that it might almost 
as well be by the son, who lived well into the sixteenth century. 

The group of engravings signed Mair , if rightly assigned to Muir of 
Nicolaus Alexander Mair, a painter who was working at Land- LandsliUt * 
shut between 1492 and 1514, are distinctly archaic in stamp for 
the time of their execution. The line-work is simple, the shading 
is in broad surfaces with little detail, the architecture is that of 
dolFs-houses. In one respect he seems to have anticipated the 
idea of the chiaroscuro cuts which Cranach and Burgkmair made 
popular in Germany. He often printed on grey or green prepared 
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paper, and heightened the ground with whue {e.g. the Nativity , 
signed and dated 1499 m British Museum), so that his system 
of light shading was no doubt followed with this purpose in view. 

Another engraver, also probably belonging to Bavaria, is the 
master of the monogram M. Z., who has been generally called 
Mytihaus Zasixger, though on little foundation. His largest 
works are two prints, dated 1500, illustrating festivities — a tourna- 
ment and a court-ball — at Munich. But his special charm as an 
engraver of genre, who has mastered the finer elements of his 
process, is better seen in a print like the Youth and Girl embracing 
in a Room (B. 15), which, though poor in draughtsmanship, displays 
an extremely delicate handling of the medium. Working, like Mair, 
at a time of transition, he stands in sharp contrast to the latter as 
already betraying the influence of Durer, and anticipating, more 
particularly in his landscape, the freer sty le of the etchers of the 
Regensburg school. 

Many words have been wasted by the belligerent critics who 
have championed the respective claims of Germany, the Nether- 
lands, or Italy for the award of priority in the practice of the art 
of engraving. Vasari’s story that its invention was due to the 
Florentine niellist and goldsmith, Maso Finiguerra, about 1460, 
must, of course, be discarded in view of our present knowledge of 
the origins of the art in the North, if not also by the existence in 
Italy itself of engravings which must precede any that can be 
attributed to Finiguerra by a decade, or even more. 

But without entering any profitless discussion on a matter whose 
aspect may at any time be changed by new discoveries, it must be 
confessed that the relatively higher technical development of the 
art in the North by about the year 1460 inclines one to regard 
Germany or the Netherlands as the first home of engraving, as it was 
of printing. But unlike printing, which was pioneered in Italy about 
1465 almost entirely by the immigrant Northerners, the ait of engrav- 
ing, even if in some degree suggested by foreign work, developed 
quite as a native plant, and was practically untouched by the influ- 
ence of the Northern engraver until several decades after its inception. 

The early Italian engravers may not possess the technical 
proficiency of their Northern contemporaries, but they have a much 
finer feeling for the beautiful, if not an absolutely higher artistic 
sense. The output of the century was much smaller in the South, 
but in some respects far wider in its scope. In the North we have 
found the art largely used for little devotional prints, for whose 
artistic worth those who scattered them cared little. In Italy, on 
the other hand, the tide of the Renaissance had opened up broader 
channels of thought, and in a country with an awakened sense of 
beauty, where art was already recognised as having self-contained 
ideals apart from the matter it dealt with, the artist commanded a 
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more liberal range of subject combined with a greater reluctance to 
let out his work cheaply to merely missionary uses. If engraving 
tn Italy had a practical cause to serve, it was essentially an artist's 
motive, the desire to multiply designs which might serve as models 
in the workshops of sculptor, goldsmith, potter, and craftsmen of 
every type. 

One of the signs which point to the later introduction of 
engraving in Italy than in the North is the later development of the 
art of good printing of copperplates. Quite the majority of the 
contemporary impressions of Italian prints up till about 1470 are 
printed so poorly (not to take into account the common light 
greyish green colour of the ink used), that one is led to surmise that 
many must have been taken either by hand (with burnisher or 
some similar instrument), or by a printing-press with none of the 
equality of pressure provided by the double roller. A lack of 
definition, and a line of broken or dotted character are often good 
signs of an early impression of a print of this school. 

A problem of some difficulty in relation to early plate-printing 
is the presence of rivet-holes in many of the fifteenth century Italian 
engraving*, w’hich, as they occur in many instances on even the 
earliest impressions, cannot always merely indicate the application 
of the plate itself, like a niello, to decorative purposes. Such rivet- 
holes are found to occur in many examples of the early prints in 
the manftre criblee , w’hite line metal-cuts wffiich would be printed 
like w T ood-cuts, and so would have to be fixed on to a block for the 
press. It is not unlikely that the early Italian printer of copper- 
plates, for some reasons dependent on the type of press in use, 
found a similar convenience necessary in the case of ordinary 
intaglio engravings. 

As a craft, engraving in Italy tended more quickly than in the 
North to yield itself to the service of some great painter or school 
of painting, and so developed earlier a style which the more inde- 
pendent German goldsmith engraver was longer in seeking. For 
the average artistic quality of wx>rk in the beginnings this tendency 
w*as no doubt a benefit, and the readiness of the engraver to sink 
his personality probably explains why the Italian painter, w r ith pliable 
interpreters to hand, took to engraving less often than the German. 

In the end the blessing proved a bane, and produced a host of 
secondary engravers, while in Germany the best artists were still 
devoting their personal energies to original engraving. 

Although there is no certain evidence as in the case of The early 
Germany, the earliest Italian engiavings seem by reason of style to S rou P* 
date at least a few years before the middle of the fifteenth century. 

They are probably for the most part the production of Florence, 
which w r as then, as it remains to-day, the centre of the goldsmiths’ 
craft in Italy. An important place in this early group is taken by 
two series of plates in the Albertina, Vienna, the Larger Passion 
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(B. xiil p. 77, 16-25) an d the Triumphs of Petrarch (B. xiii. p. 116, 
12-17). They are rough and crude in cutting, and suffer from an 
exaggeration both in the delineation of bulging muscles and in the 



Fig. 11. — Anon, early Florentine Fngra\er. The Resurrection. 


overladen ornament which is the mark of the goldsmith engraver. 
Another plate, probably by the engraver who is responsible for the 
above series, is a Resurrection in the British Museum (Fig. n), 




THE EARLIEST FLORENTINE ENGRAVINGS 


39 


which shows the Medici badge 1 on the shield of one of the soldiers. 

Here the predominant influences seem to be those of Masaccio and 
Fra Angelico, though it is somewhat closely reminiscent of a relief 
by Luca della Robbia over one of the Sacristy doors in the Duomo 
at Florence, which was commissioned in 1443. Of other prints 
of the period which amount in all to a very small number, Virgil 
the Enchanter (Dresden) shows close relations to the style of 
cassone painting common in Florence about the middle of the 
century, and the St. Peter Martyr (British Museum and Rome) 
something of the realism of Castagno, but the greater part point 
to the sculptors like Brunelleschi, Ghiberti, and Luca della Robbia 
as the strongest factors in Florentine art at this time. 

A Profile Portrait of a young JVoman (Berlin) 2 is one of the finest 
examples of the early period, owing its success in no small measure 
to the avoidance of problems of light and shade which the Italian 
engraver had not >et learnt to cope with. It is a mere outline, 
the head-dress and bust richly bedizened in embroidery and jewels, 
of a type seen in a group of pictures which has been variously 
attributed to Domenico Veneziano, Piero della Francesca, Verrocchio, 
and Pollaiuolo. It is not altogether impossible that such a work 
as this head might have emanated from the workshop of the young 
goldsmith-painter Pollaiuolo. 

Some sort of limit to the work of this early period is furnished 
by the Resurrection with the Table for finding Easter (British 
Museum) which must have been executed by 1461, as this is the 
first year cited. As an engraving it is of a secondary order, corre- 
sponding to a Smaller Passion Series (B. xiii. p. 74, 2-15), and a copy 
on one plate of the six Triumphs mentioned above (B. xiii. 423, 60) 

(both in the Albertina), but it is of the greatest importance, giving, 
as it does, the earliest date found on any Italian print. 

The distinct advance made in the art between about 1455 and The second 
1480, which we may call the second period of Italian engraving, P cnod - 
is perhaps due in large measure to Maso Finiguerra, who by no F^'iien-a. 
means deserves the glamour of unreality which modern critics, in 
the heat of their reaction against Vasari’s exaggerated claims, have 
allowed to gather round him. The main facts of his life are well 
attested. Born in 1426, the son of a goldsmith, and brought up 
in his father’s craft, Maso Finiguerra is known to have been work- 
ing in niello in 1449. In M5 2 he received payment for a niellated 
pax 3 done for the Baptistery of St. John; five years later he is 
found in partnership with Piero di Bartolommeo di Sail, and in the 
early sixties, if not before, he is closely associated with Pollaiuolo, 
who is also known to have worked with Sail. In 1463 there is 

1 Three feathers encircled by a ring. 2 Jahrb . I. p. 11. 

9 Probably a Crucifixion with the City Walls in the Background , and not the 
Coronation of the Virgin (a work of the school of Filippo Lippi, perhaps by Matteo 
Dei), which Gori { Thesaurus Diptychorum , 1759) was the first to christen Finiguerra. 

Both are in the Bargello, Florence. 
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evidence that he supplied designs for some of the intarsia panels in 
the Sacristy of the Duomo (the subjects certainly by his hand being 
St. Ze nobio between tzvo Deacons , x and the Annunciation). His 
burial is recorded in 1464. 

Besides these designs for intarsia, which are his best authenticated 
works, there is every reason to accept the old attribution of a series 
of drawings in the Uffizi, which was admitted by Vasari and Baldi- 
nucci, and is supported by the presence of the master’s name in a 
contemporary hand on several of the series. With these may be 
ranged a set of drawings in the British Museum, forming a sort of 
Chronicle of the World, which, if showing more than one hand, 
must emanate from the same workshop as the above. Then there 
is an important group of nielli (of which Baron Edmond de Roths- 
child has the largest collection J ), and their correspondence in style 
with the intarsia panels and the drawings points to the same author, 
leading to the very reasonable conclusion that they are by the most 
famous Florentine niellist of the period. 

Finally, we have a group of engravings, closely agreeing in style with 
all the above, which Mr. Sidney Colvin has reclaimed to the masters 
honour. Vasari’s reference in his life of Pollaiuolo to Finiguerra 
as a tl master of engraving and niello 1 2 3 unsurpassed in the number of 
figures he could efficiently group together whether in small or large 
spaces” (a passage in which he seems not to have thought of the 
claims which he makes later in the chapter devoted to Marcan- 
tonio and other engravers for Finiguerra as the inventor of the art) 
added to the evidence which we have summarised above, seems to 
raise the attribution of some at least of these engravings to the 
famous niellist out of the realm of conjecture into the certainty of 
an established fact. 

The engravings to which we refer, as most certainly by the hand 
of Finiguerra, are the Planets (a series of seven plates), the Road to 
Calvary and the Crucifixion , the Fight for the I dose , and the Judgment 
Hall of Pilate. It is a likely assumption that liniguerra only turned 
to the new art during the last few years of his life, and possibly 
none of these prints date before about 1460. The Planets series, 
with its summary of astrological lore, must have been very popular 
at the time, if we may judge by the existence of a set of copies 
which appeared very soon after the original publication (in conjunc- 
tion with a calendar starting with the year 1465). The Mercury is 
of special interest to the student of engraving, as it depicts the shop 
of a goldsmith such as we may picture Finiguerra’s to have been 
(Fig. 12). In all these engravings there is a considerable technical 
advance upon the coarse cutting of the earlier group, but the line 
still lacks clearness of definition, though this may be due in part 

1 Now m tliL* Opera del Duomo. Baldovinetti also supplied designs for the panels. 

2 Formerly the Salamanca Collection. Reproduced : G. W. Reid, London, iS6q. 

3 Per I avenue di buhno e fare di niello. 
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to imperfect printing. The main characteristics of style in dress 
are still the long trailing skirt, and the two-peaked hat with heavy 
veil borrowed from the costume of Buigundian society, 1 which figures 



Fig. 12, — Maso Finiguerra. The Planet Mercury (part). 


so prominently in Florentine cassone paintings between about 1440 
and 1460. 

In Italy for half a century or more after 1450 the art of niello 
was a popular branch of the goldsmith’s craft (far more so than in 


1 Cf in Northern art the work of the Master of the Gardens of Love. 
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the North), and its close connexion with the development of engrav- 
ing will warrant a slight digression. 

Niello may be described as the method of treating an engraved 
silver (or gold) plate by filling the furrows with a black substance 
( nigellum ) formed by the fusion of copper, silver, lead, and sulphur, 
which gives the art its name. Powdered niello was laid on the 
surface of the plate, melted by the application of heat, and so run 
into the lines. The substance being allowed to cool and harden, 
the surface of the plate was burnished, and the design would appear 
in black on a bright ground. The art was no doubt known to 
goldsmiths several centuries before the introduction of engraving, 1 
but it was little practised until quite the middle of the fifteenth 
century, when it suddenly became popular, only to fall almost com- 
pletely out of use some sixty or seventy years later. Outside Italy 
it never greatly flourished. The mark of a good niello-plate in 

general is distinctness and clearness 
of cutting, but there is large vari- 
ation in different schools in the 
depth of the engraving, in the intei- 
vals between the lines, and in the 
greater or lesser use of cross-hatch- 
ing. Thus in the Florentine school 
the background is generally cut in 
clear lines laid in two parallel series 
crossing nearly at right angles, while 
the delicate modelling is done by a 
system of much more lightly engraved 
lines carefully cross-hatched. Of 
this the niello -print which we re- 
produce in Fig. 13 (which is one 
of the group attributed to Finiguerra) is an excellent example. The 
Bolognese school, on the other hand, of which Francesco Raibolini 
(Francia) was the head, aimed at a velvety tone, both in modelling 
and background, which was achieved by the closest cioss-hatchings, 
in which the effect of single lines was lost (cf. pp. 69, 70, and Fig. 14). 
Now the characteristic of the dear cut line noticed in the backgrounds 
of the Florentine nielli is already seen to some extent in several 
plates of the earliest group (e.g. the Resurrection with the Medici 
Badge (Fig. 11) and the St. Peter Martyr , B. xiii. 88, 6), but the 



Fig. T3 — Maso Fmiguerra, or a Nielhst 
of his School. Two Cupids blowing 
Trumpets. 


1 A type of niello was practised among the Romans, and also by the Pagan 
Saxons m England (about the sixth century ). A description of the process is given 
in Theophilus (also called Rugerus), Diversarum Artium Schedula f lib. ni. capp. 
28, 29, 32, 41), which was probably written at the beginning of the twelfth century. 
In the preface to lib. 1 , in referring to the Schedula, he adds quant si diligentius 
perscriitens illic invenies quicquid . . . nigelli varietate noz'it Tuscia. Dr. Ilg (who 
edited the Schedula, Vienna, 1871) held that Theophilus was a Geiman monk of 
Helmershausen. In any case the mention of Tuscany as the chief home of the art of 
niello is significant, though the reading Tuscia has not passed unchallenged. 
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second factor, the close modelling, does not begin to make itself 
felt before the engraved work of Finiguerra himself and the beginning 
of what is called the “ Fine ” Manner. In the development of this 
“ Fine ” Manner the niello technique is of definite moment, though 
engraving in its beginnings must be regarded as originating from the 
goldsmiths art in general rather than from this special branch. 

To judge from the niello prints in existence (of which scarcely 
any go back as early as 1450), the idea of taking impressions of 
nielli on paper would hardly have been the beginning of engraving 
in Italy; much more probably it was the niellist who took the 
suggestion from the already existing practice of engravers. A 
common method for the niello engraver to test his work was to 
take a sulphur cast of the plate and rub the lines with black, which 
would give an effect far truer to the original than any impression on 
paper, as may be seen by several examples of these rare “ sulphurs ’* 



which are preserved in the Print Room of the British Museum. It 
seems that in most instances of early impressions from real nielli 
the proof was taken from the sulphur; but the sulphur being an 
exact replica of the plate in form, and the impression being the 
reverse of the original, whether taken from the plate or from the 
sulphur, certainty on this point is not always attainable. 

Soon the niello- worker felt in his turn the influence of the Engravings 
engraver. Plates quite in the niello manner were done with the in the mell ° 
express purpose of taking impressions. Sometimes it is extremely 
difficult to make an absolute line of distinction between the two 
classes of work ; certain signs, however, if present, such as rivet- 
holes or inscription in reverse, declare for the niello proper, and 
impressions of these, which were taken merely to show the craftsman 
the progress of the work, are of course extremely rare. Of the 
second category, niello-like engravings, the majority issued from the 
Bolognese school of Francia, of which w r e reproduce an example by 
its most prolific exponent, to whose personality we shall recur at 
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the end of the chapter (Fig. 14). These niello-like engravings may 
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Fig 15 — Anon early Florentine Engraver The Tiburtine Nb\ 1 (in the Fine Manner). 


have been produced in many cases for the purpose of providing 
prints to be used as models for the worker in niello. 
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Somewhat later than the Planets, but almost certainly within five The Finiguerra 
to ten years after Finiguerra’s death, come the companion series of Schooi ' 
the Prophets and the Sibyls in the Fine Manner (see Fig. 15). In 
their theatrical costume they seem to be an illustration of some 
Sacra Rappresentazione of the “ Annunciation,” and verses below 
each print correspond closely to such a play by Feo Beleari, of which 
the first editions, though undated, must go back as early as 1 4S0. 1 



Fig, 16. — Anon, early Florentine Engraver. Design for a Plate or Lid 
(from the Otto series). 


These, like the prints attributed to Finiguerra, belong to what The two styles 
has been called the Fine Manner group. Their engraving is of Florentine 
characterised by fine lines laid closely together, and by a consider- 
able use of somewhat irregular cross-hatching, and the result, if not Broad 
their aim, is an imitation of the tone of a washed drawing. Another Manners, 
completely distinct method, termed the Broad Manner, appeared 
in Florentine art about 1470-75, no doubt emanating from a com- 
pletely distinct workshop. It is a system composed of simple broad 

1 Alessandro d’ Ancona, Sucre Rappresentazioui dti sc l. mi. xz\ e wi., Horence, 

1872, \ol. 1. p. 167. See also E. Male, Gazette, 1906, p. 89. 
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lines of parallel shading, after the manner of a pen drawing. The 
characteristics of the two manners may be well studied by a com- 
parison of the two sets of the Prophets and Sibyls, the Fine Manner 
series having been copied with considerable variations in the Broad 
Manner. The engraver who was responsible for this second version 
changed the characters of the figures into something far nearer 
Botticelli’s style than the earlier series. As some evidence of the 
commerce in German prints at this period, it is of interest to note 
that nine of the Prophets and Sibyls were adapted from originals by 
the Master E. S. 1 Then Schongauers Pilate (B. 14) is copied in the 
Prophet Daniel \ and his St. Sebastian (B. 59) may have suggested 



Fig. i 7. — Anon. Florentine Engra\er (School of Finiguerra). 
The Triumph of Bacchus and Ariadne (left half). 


the Albertina version of the Chastisement of Cupid , one of the set of 
prints called the “ Otto ” series, from the name of the eighteenth 
century collector, who possessed twenty-four of the type (now for the 
most part in the British Museum) ( e.g . Fig. 16). They are prints of 
round or oval form, mostly having an escutcheon or a blank space 
left for inscription, and no doubt intended to decorate the spice- 
boxes such as the Florentine gallant used to present to his mistress. 
In one case, that of the Youth and Girl holding up a Sphere (B. 17, 
Paris), probable connexion has been established with an amour of 
the young Lorenzo de’ Medici and Lucretia Donati, which took place 

1 See Lehrs, Jahrbuch , xii. 125. For an example of an original plate of E. S. 
used for an Italian engraving see above, pp. 26, 27. 
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between about 1465 and 1467. 1 In many of these prints, and in 
the beautiful Bacchus and Ariadne (see Figs. 17 and 18), we find 
the artificialities of Burgundian fashion being discarded in favour of 
the simple classical costume ; and there is a grace and harmony in 
the design which suggests the growing influence of Botticelli. It 
is not at all unlikely that most of the prints in the Fine Manner 
which we have mentioned, showing as they frequently do repetitions 
of Finiguerra designs, also emanated from the same engraver’s studio. 
Maso’s father, Antonio, who died in 1464, soon after his famous 
son, left his sons Francesco and Stefano (who are mentioned in 
1457 as working in Venice and Rome respectively), and Maso's 



Fig. 18. — Anon. Florentine Engraver (School of Finiguerra). 
The Triumph of Bacchus and Ariadne (right half). 


son Pierantonio, the heirs of his workshop. Francesco is known to 
have been carrying on the same goldsmith’s shop in 1466. 2 Almost Engravings 
the last prints in the manner of this school, and distinctly inferior in books 
to the preceding in technical power, are the illustrations to Antonio dl Di0t 
Bettini’s Monte Sancto di Dio , 1477, and Landino's Dante of 1481, Landmo’s 
both of which were published by Nicolas Laurentii. The former Dante • I 4 Sl * 
is one of the earliest instances known where the copper-plates used 
for book illustration were printed directly on to the page of text. 3 Of 
th z Dante illustrations, which were engraved after designs by Botticelli, 4 

1 See A Warburg, Riv. d' Arte , in (1905), July 2 Again in 1498 

he is mentioned as renting a goldsmith’s shop with Tommaso and Antonio (sons 
of his late brother Stefano). Cf. H. P. Horne, Botticelli. 1908 (pp. 77-86) 

3 Cf. pp. 30, 33, 65, 70, 96, 1 19 4 Either adapted from those at 

Berlin and m the Vatican, or more probably based on an earlier senes now lost. 
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and never completed (they embrace the first nineteen cantos of the 



Fig. 19. — Anon early Florentine Engraver in the Broad Manner. 
The Triumph of Love, 


Inferno), only the first two, or at most three, are ever found printed 
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on the page of text. The others, when they occur, are generally 
printed on a separate piece of paper and pasted in, an evidence of 
the difficulties which the printer experienced with the other process. 

Besides these two publications there is hardly any book of impor- other engrav- 
tance illustrated with metal engravings until the end of the next m S s in fifteenth 
century, when the practice was revived with success. Three engrav- century 00 s * 
ings (two tables of affinity and the Virgin' s Crown with a small 
Annunciation) are found in Fra Pacifico di Novara's Sumula di 
Pacifica Conscientia , printed in Milan by Philip de Lavagna in 1479. 

Another engraving of the Virgins Crown was given in the earliest 
issues of Savonarola's Compendio di Revelazione (Florence, 1495), 
and these make the sum of copper engravings used for book illustra- 
tion in Italy during the fifteenth century, with the exception of the 
maps engraved for the editions of Ptolemy (Rome, 1479, an d 
Bologna, 1482) and Berlinghieri (Florence, about 1481, from the 
same press as the Dante). A few of Marcantonio's engravings were 
designed for books, but with such occasional exceptions, 1 wood-cut 
Commanded the field of book illustration throughout the first three 
quarters of the sixteenth century. 

Most of the prints in the Broad Manner, notably the two series, The Broad 
the Life of the Virgin and of Christ and the Triumphs of Petrarch Manner Group, 
(see Fig. 19), range themselves near to the influence of Pesellino, 

Filippo Lippi, and Alessio Baldovinetti. Three large plates — 

Moses on Mount Sinai (P. V. 39, 93), David and Goliath (P. Y. 39, 

94), and the Adoration of the Magi (P. V. 40, 96) — are notable 
examples, while in another of the group, the Deluge (B. xiii. 71. 3), 
the suggestion was undoubtedly taken from Uccello's fresco in 
S. Maria Novella. The large Assumption with Rome in the lack- 
ground (B. xiii. 86, 4), is perhaps as near as any of the Florentine 
engravings of the time to Botticelli in design, and the Madonna with 
St. Michael and St. Helena (P. V. 108, 33) presents kindred elements 
of style, somewhat more freely translated. 2 

How far Baccio Raldini, who, according to Vasari, w orked Baccio Baldim 
almost wholly after Botticelli's designs, is responsible for any of the 
anonymous plates we have mentioned is still an unsolved problem. 

He may have been among those who carried on the tradition of the 
Finiguerra school in the Monte Sancto and Dante engravings, but 
his separate entity as an engraver would incline one to look for him 
as the representative of the Broad Manner group which, as we have 
seen, contains examples almost as certainly derived from Botticelli 
as the Dante prints in the Fine Manner. 

The same principle of technique that is found in the Broad Antonio 
Manner, the imitation of the character of pen drawing, is also seen polltimo10, 
in the only engraving which is unquestionably by the hand of the 
painter and goldsmith Antonio Pollaiuolo, the large Battle of the 
Nudes (Fdg. 20). In the power of its design and the nervous grip of 
1 See, e.g , Mocetto, p. 65. 2 Cf. Horne, Botticelli , 1908, pp 288-91. 

E 
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its drawing, it is one of the greatest achievements in the engraving of 



the fifteenth century. In technical character, with the open parallel 
lines interlaid (at a small angle) with lighter lines of shading, it 
resembles Mantegna, who may owe something of his style to the 


Fkj 20 - -Antonio Pollaiuolo. Battle of the Nudes, 
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suggestion of the Florentine, though it is dangerous to be dogmatic 
in regard to the interchange of influence of these contemporaries. 
Despite the largeness of the line-work, there is still something in its 
character, e.g. the close deep lines of shading of the background 
casting the whole into relief, which reveals the goldsmith who has 
worked in niello. Of the nielli which Pollaiuolo must have done 
it is difficult to speak with any certainty. The style of Fimguerra, 
who was probably the more prolific craftsman in this medium, is so 
near to his, that a definite distinction of their work presents consider- 
able difficulty. The Hercules and the Hydra (Dut. 338, British 
Museum) must depend directly on his design, although its close 
technique shows a certain affinity to the school of Bologna. Of all 
the Florentine nielli the Fortitudo (Dut. 425, Rothschild), which 
is essentially in the same technical manner as those attributed to 
Finiguerra, most nearly reflects Pollaiuolo’s style, even if it be not 
by his hand. 

An attractive engraver, though scarcely an accomplished crafts- Robctta. 
man, is Cristofano Robetta, about whose personality Vasari tells 
us nothing except that he belonged to a certain dining society of 
twelve, called the u Kettle ” (of whom Andrea del Sarto was perhaps 
the most distinguished member) which met at the house of the 
sculptor G. F. Rustici. 1 He is a typical master of a period of 
transition, having lost the conviction of the primitive without 
succeeding to the developed modes of expression. Three 
of his prints are adaptations from Filippino Lippi (i.e. the 
Madonna appearing to St . Bernard , from the picture in the Badia, 

ATusic and Philosophy , from a grisaille in S. Maria Novella, and the 
Adoration from the Uffizi picture). The variations introduced in 
the latter, e.g. the addition of a graceful group of singing angels, 
show that he was no servile copyist, but possessed of a real sense 
for composition. Pollaiuolo provides him with two models in the 
Hercules a?id Antaeus and Hercules and tjie Hydra , 2 while Robetta’s 
facility in adaptation is seen in the fragments of background 
taken from Durer, a source of plagiarism which was just beginning 
to become popular in Italy. Some of his various nude and 
subject studies, e.g. the Allegory of Envy (B. 24), may be inspired 
by Signorelli, but no definite connexion can be traced. How 
pleasing Robetta can be, when to all appearance original, is well 
illustrated in his Allegory of Abundance (B. 18) and in his Ceres 
(Fig. 21). The irregularity of the scheme of shading, with its un- 
restful curvature, fails to detract from their charm. 

Of later Florentine engravers, w ho, like Robetta, worked at the 

1 In any case before 1512, which is the date given by Vasari for another society 
(the 1 ‘ Trowel”) which, m point of time, succeeded the “ Kettle.” 

2 The small panels in the Uffizi which are m reverse to the prints, were probably 
the immediate originals. The complete change in the landscape to something per- 
fectly characteristic of Robetta, and other -variations in posture, scarcely justify the 
assumption that they reproduce the lost pictures of the Medici Palace. 
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mimatore. 


Lucantonio 
degh Uberti, 


end of the fifteenth and the beginning of the sixteenth century, we 
know only the miniature painter Gherardo, and Lucantonio degli 
Uberti. The former is little but a name except for his work in 
illumination (e.g. in the Museo Nazionale, Florence), but he may be 
responsible for some of the rough Italian copies after Schongauer 



Fig. 21. — Cristoforo Robetta. Ceres. 


and other northern originals at this epoch. Lucantonio must 
not be confounded with the Lucantonio da Giunta, a Florentine 
who was settled as a publisher in Venice, although our engraver also 
worked in Venice, and himself turned printer at Verona in 1503-4. 
His engravings are roughly and irregularly cut, and have no artistic 
merit. Perhaps the most important is a large print after the much 
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discussed Last Supper in St. Onofrio in Florence (P. V. p. 194, 
Gotha). 



Fig. 22. — Anon, eaily Italian Engraver. 

Clio (from the E series of the so-called " Tarocchi ” Cards). 


Turning to the north of Italy we are confronted at the outset 
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The North 
Italian set of 
instructive 
cards 

(ei roneously 
called the 
“ Tarocchi 
cards of 
Mantegna ”). 

Two versions : 
The E series. 
The S series. 


with problems of authorship as difficult and obscure as in the case 
of the school of Florence. The “Tarocchi cards of Mantegna/’ 
as they have been called, are no more Tarocchi than they are by 
or after Mantegna, but seem to form a sort of instructive game 
for youth, if not a mere picture-book of popular designs, the 
subjects represented in the fifty cards of five suits comprising the 
sorts and conditions of men, Apollo and the Muses, the arts and 
sciences, the genii and the virtues, the planets and spheres. There 
are two different sets of prints, the one engraved with much greater 
precision and finish, in which Nos. I.-X. are lettered E (B. xiii. p. 131, 
“ Copies ”), the other to a large extent in reverse and executed in 
a more careless technique, with Nos. I.-X. lettered S (B. xiii. p. 120, 
“originals”). There has been much difference of opinion as to 
which is the original series, some again thinking that both may go 
back independently to the same set of designs. Many elements, 
however, point to the “ E ” series (Bartsch’s copies) being the earlier 
set, if not the original from which the other was adapted. 1 If the 
author of the E series had known S, or S’s originals, he would 
scarcely have replaced the easy posture of the legs in the Imperator 
(9) and Musica (26) with his own awkward versions. On the other 
hand, it would be most natural for the later engraver to correct 
such errors of a predecessor. Absurd mistakes such as occur in the 
Talia (16), who in the S series bows the viol with her left arm and 
fingers with her right, cannot be taken as arguments on one side or 
the other, as the earlier engraver would be just as likely to reverse 
an original drawing as the copyist an engraving. With all his 
clumsiness in detail—^, the feet in the Speranza (39), the figure of 
the Cosmico (33), the limbs and folds of Clio (19) — the S engraver 
possesses a freedom and realism in his draughtsmanship which 
scarcely supports its priority in face of the precise and archaic manner 
of the E series. 

In character of design, in the rounded forms and bulging folds, 
the latter series has a close kinship to the Ferrarese school of 
Cosimo Tura, and Cossa. There are, at the same time, reminis- 
cences of Mantegna, e.g, The Merchant (4), while other elements 
(e.g. the spelling “ Doxe ” for Doge and the recurrence of the 
lagoons in the background) point to a Venetian production, or at 
least a Venetian market. The assumption that the E series is the 
work of a Venetian engraver is strongly supported by the correspond- 
ence of its technical manner, the clear cutting, and the regular 

1 There aie two important pieces of evidence which fix the date of the E series as 
before 1468 : — 

(if Five of the prints are pasted in a MS. (a German translation of Fiordi Virtu), 
which was finished 28th Nov. 1468 (S. Gallen Library, Cod. Vad. 484). The 
scribe has written round the prints, and has in some cases let his lines pass over their 
margins, proving that they were not inserted later. 

(11) Miniature copies I of the Emperor and Pope, and the throne from the Mars) 
in a MS. of 1467, Const ituziom delta Studio Bolognese, in the Archivio di Stato, 
Bologna (see Malaguzzi, Archivio Storico, \ii p, 16 and tav. 5). 
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system of shading, with a print so certainly Venetian as the political 
Allegory of Pope and Emperor (Ottley, Facsimiles, 1826, No. 24, 
cf. P. V. 190, 106). 1 Nevertheless, while placing the engraving in 
Venice, we would still look to the Ferrarese school for the origin of 
the designs. 

With all his shortcomings, the author of the S series shows a 
greater feeling for beauty of form, and a truer appreciation for the 
value of space in composition. This consideration, as well as the 
affinity of its less regular system of engraving to the prints of the 
Fine Manner group, lends some support to the suggestion that its 
author belonged to the Florentine school. 

Closely akin to the E series of the cards are two Fountains 
of Love (P. V. 189, 99 and 100) in the British Museum, and the 
Death of Orpheus in Hamburg (P. V. 47, 120), while a Virgin 
adoring the Child (Burlington House, and Trivulzio collection, 

Milan) seems directly inspired by a drawing in the Uffizi attributed 
to Marco Zoppo. A few engravings of Ships (e.g. P. V. 192, no, Venetian 
Brit. Museum) are not far removed in style, and, like the Allegory engravings. 
of Pofe and Emperor , almost certainly Venetian. Of a somewhat 
different character is a print of a Madonna with Saints and Angels , 
pasted on the cover of a book printed in 1496, in the Biblioteca 
Marciana, Venice. It is somewhat earlier than any of the preceding, 
and is more nearly akin to the school of Bartolommeo and Alvise 
Vivarini. 

A real pack of Tarocchi cards (P. V. p. 127, etc.), which is The Ferrarese 
complete in the collection of the Conte Sola, Milan (the British sch ° o1 * 
Museum and the Albertina possessing certain numbers), corresponds 
much more absolutely than the so-called “Tarocchi” with the style 
of Cosimo Tura, and may be definitely regarded as Ferrarese. A few 
other prints quite in the same style are known, e.g. a St. Sebastian 
and a St. Anthony in the Royal Library at Vienna (P. V. 186, 91, 
and P. V. 1 1 5, 80). 

In Florence the engravers, with the exception of Pollaiuolo, Mantegna, 
have all been artists of second or third rank. The North of Italy, 
on the other hand, can boast one of her great painters, and, in fact, 
one of the greatest masters of modern art, i.e. Andrea Mantegna, 
among her earliest engravers. Born at Vicenza in 1431, trained in 
the classical school of Squarcione at Padua, he settled about 1459 
in Mantua, remaining there in the service of its Marquesses 
until his death in 1506. The character of his engraving is a 
close imitation of the style of his pen drawings — open parallel lines 
of shading with lighter lines obliquely laid between them. Possibly 
the first idea that suggested engraving of this type was the popularity 

1 Probably dating about 1470, and referring to the meeting of Paul II. and 
Frederick III. which took place just before that date. The engraving described by 
Bartsch fxin. no, 8), bearing the date 1495, is a repetition of the subject, which is 
also found earlier in several w'ood-cuts. 
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of his drawings as designs in other studios, and the profit that would 
accrue through the multiplication of impressions. 

In all, some twenty-five plates have been attributed to Mantegna, 
but it is very doubtful whether the master himself engraved more 
than the seven or eight, which so far excel the rest in quality. 



Fig. 23.— Andrea Mantegna. The Virgin and Child. 

These plates are the Virgin and Child (B. 8, Fig. 23). The 
two Bacchanals (B. 19 and 20), the Battle of the Tritons and 
Sea-Gods 1 (two plates, B. 17 and 18), the Entombment (horizontal 
plate, B. 3), and the Risen Christ between St. Andrew and St. 
Longinus (B. 6). In these the line exhibits all the characteristics 
of Mantegna’s pen-work. The outline is firm and broad, but the 

1 Christened by R. Forster Envy among the Ichthiophages ( Jahrb . win 203). 
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cross-lines of shading seem to have been but lightly scratched on 
the plate, and were consequently worn away in a very few printings, 
leaving most of the late impressions (which are not uncommon) 
mere ghosts of the composition in its original state. Generally, too. 
fine early impressions show the broken line, which possibly implies 
an undeveloped roller-press and lack of pressure in the printing. 

With one possible exception (the Elephants , from the Triumph 
of Caesar, B. 12) none of the other plates attributed to the master 
exhibit any of the nervous power and delicacy of modelling seen in 
the prints we have mentioned. The Flagellation (B. 1) and the 
Christ in Limbo (E. 5) stand in particular contrast to the above in 
their hard outlines and shading, and crude modelling. They are 
engraved directly after Mantegna and after designs belonging to the 
period of the Eremitani frescoes (which were painted some time 
between 1448 and 1455). The earliest of the undoubted engravings 
(the Virgin and Child) can hardly be earlier than 1470-1480, but 
even this interval of time can hardly account for the enormous 
difference in quality, between what must be called the “ school ” 
and the “ authentic ,} groups. 

The vertical Entombment (of which there are two plates ; one, 
perhaps the better, given by Bartsch to G. A. da Brescia) and the 
Descent from the Cross (B. 4) have something more of the 
technical character of the authentic group, but are too weak to 
bear comparison, while the Virgin in the Grotto (B. 9) and the 
three plates after drawings for the Triumph of Caesar 1 have lately 
been rejected on the principle that the artist-engraver does not 
repeat his painted work in engraving. 2 Probably the latter reason is 
a nicety of feeltng which did not occur to the great masters, whose 
practice created convention, but in any case the Elephants is the only 
plate of the three which possesses any of the best characteristics of 
Mantegna’s engravings, and even this one fails to carry conviction. 

From documentary evidence it is known that two engravers, Simone di 
Zoan Andrea and Simone di Ardizone, were working in Mantua Ardl ^ one * mi1 
in 1475, an ^ from the alleged hostility of Mantegna, which once " 1 * crea ’ 
went to the length of assaulting the two engravers and leaving them 
for dead in the street, it seems probable that they were making 
free use of the master’s designs. And the very fact that Mantegna 
had made offers to Ardizone on his arrival in Mantua, seems to 
show that the great painter already had the idea of getting his designs 
engraved, although he may not yet have taken up the graver himself. 

Both Simone di Ardizone, to whom hitherto no prints have been 
attributed, and Zoan Andrea, may be responsible for some of the 
anonymous school engravings. Only a small proportion of the prints Zoan Andrea 
signed by the latter (eg. the Hercules and Deianeira , B. 9) are in the 
essentially Mantegnesque manner. Many are copies from 1 Hirer, w hile 

1 The series of nine large canvases is now 111 Hampton Court. 

- Cf. Chapter VI. on Rembrandt, p. 174 and note 1. 
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G. A. da 
Brescia. 


others are so near the style of 
the miniaturist of the Sforza 
Book of Hours (e.g. three 1 of 
the series of upright arabesques, 
B. 21-32, see Fig. 24), that Zoan 
Andrea may be assumed to have 
settled in Milan after leaving 
Mantua. Moreover, two of his 
later engravings (a Virgin and 
Child \ B. 6, 2 and the Dragon 
and the Lion , B. 20) are un- 
doubtedly after designs by Leon- 
ardo da Vinci. In his later 
works {e.g. the Two Lovers , P. 
43) the engraver has discarded 
the Mantegnesque system for a 
much more meagre treatment of 
line. He must not be con- 
founded with the woodcutter 
Zoan Andrea Vavassore who 
was working in Venice as late as 
152°. 

Giovanni Antonio da 
Brescia probably came into con- 
nexion with Mantegna later than 
Zoan Andrea, but he has left 
more signed engravings than the 
latter directly after designs by 
the master, of which the Hercules 
and the Lion (B. 1 1 ) and Hercules 
and Antaeus (B. 14) are good 
examples. Three of his prints 
bear dates : two copies from 
Diirer, the Great Horse and the 
Satyr Family , belonging respect- 
ively to 1505 and 1507, and a 
large Flagellation (P. 29) being 
dated 1509. In the last he is 
still working in the Mantegnesque 
manner, but a suggestion of 
Pollaiuolo in the figures, and of 
the Roman school in the archi- 
tectural setting, suggests that he 
may have lately arrived in Rome 
after journeying South through 

1 Cf. below, p. 61, for the attribution of the remaining nine. 

2 After a study for the Madonna Litta. 
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Florence. A print based on a newly-found statue of Venus (P. 42 ) 
and a free version of the Belvedere Torso (B. 5) are also probably 
early works of this period, showing the transition to a style which 
was never more than a most crude assimilation of the Roman 
engraver's manner. He must have been working here in any case 
up to 1517, if not considerably later, as his print of Abram and 
Alelchizedek (P. 26) is based on one of the Vatican Loggie frescoes 
(which were painted between 1517 and 1519). 

Another engraver of the same local extraction, Giovanni Maria G. m. da 
da Brescia, a member of the Carmelite Order, who worked at the Brescia - 
beginning of the sixteenth century (the dates 1502 and 1512 occur- 
ring on two of the four prints by his hand), is an utterly poor 
craftsman, but interesting from one print, the Triumph of Trajan, 
which almost certainly preserves a lost original by Vincenzo Foppa. 

Nicoletto Rosex (Rossi or Rosa?) of Modena is another North Nicoletto da 
Italian engraver who in his earlier works came under the influence Modena * 
of Mantegna's style, though he only directly copied that master's 
designs in a very few instances, e.g. Hercules and Antaeus (after 
Mantegna [school], B. 16), and Neptune (after a figure in Man- 
tegna’s Bacchanal with the Tub). The St. Cecilia (P. 85), the 
Victory (P. 10 1), and the Two Nude Children holding a Cross , 1 are 
good examples of this early phase. He soon developed the use of 
cross-hatching, and many prints of a second phase (which may be 
contemporary with certain other prints still in the Mantegnesque 
manner) are designed on a darkly-shaded ground somewhat after the 
conventions of the niellist. One or two small prints in the manner 
of nielli bear his initials (e.g. Galichon, Gazette , 2 me per. IX. p. 167, 

No. 7), but whether he worked as a goldsmith and ever produced 
nielli proper is quite uncertain. The development of his engraving 
at this period may have been partly due to Schongauer (from whom 
he made several copies), but a far greater change seems to have 
been effected by his study of Diirer (which must have been about 
1500, the date of a copy of the Four Naked Women). But the 
change in his manner of shading, and his adoption of a more deli- 
cate system of cross-hatching was not all. He developed about the 
same time a style of composition quite his own among engravers of 
the time, nearly always surrounding his saint or allegorical figure 
in a fantastic setting of classical ruin. That Mantegna first 
inspired him to this treatment we might gather from the large 
St. Sebastian in the British Museum (Chalc. Soc. 1891, No. 29), 
which seems suggested by some picture, such as the Aigueperse or 

1 B. xiii. 297, 5, as Zoan Andrea, who is more probably the author of Bartsch's 
copy (1.). The connexion with this engraver suggests that Nicoletto might ha\e 
learnt his “ Mantegnesque ” under Zoan Andrea in Milan, a possibility not unsup- 
ported by the style or architecture seen m the Xativity (P. 70). We would also 
tentatively suggest that Nicoletto might be the engra\er of Bramante s large design 
of an Interior. The Vulcan and Cupid { B. 52), St. Ca ilia (P. 85), and St. Sebas- 
tian (Chalc. Soc. 1891, 29) are closely related to it in st}le of cutting. 
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Vienna versions of the subject. Then something of the charm of 
his landscape may have been inspired by the anonymous master 
I B, whose work we are about to mention. In one case Nicoletto 
actually reworked a plate by this engraver (. Leda , P, 9), and re- 
placed the original signature with his own monogram. 1 This late 
phase of his work seems to follow closely after the Diirer copies, 
and extends at least until 1512, the date on a St Anthony within 
a Colonnade. 

The Afelles (P. 104), borrowed from a figure in Filippino 
Lippi's fresco of the Triumph of St. Thomas (in S. Maria sopra 
Minerva), and the engravings of the statues of Marcus Aurelius 
(B. 64) and of the Apollo Belvedere (B. 50) suggest the probability of 
a sojourn in Rome. His plates of arabesque ornament, which form 
a considerable part of his work, are a mixture of the purely North 
Italian elements seen in the arabesques of Zoan Andrea, with the 
style of the Raphael school as seen in the prints of Giovanni Antonio 
da Brescia and Agostino Veneziano. 

I B (with the An engraver who uses the signature I B (accompanied by the de- 
IJirc b vice of a bird 2 ) was identified by Zani, perhaps somewhat rashly, with 

a Giovanni Battista del Porto, to whom Vedriani, in his work on the 
artists of Modena, devotes a short paragraph. 3 Neither Tirabosehi 4 
nor Venturi 5 has been able to find documentary evidence even of 
the existence of Vedriani’s engraver, the only member of the Modenese 
family cited by Venturi w’ho might be identical being a certain 
Battista del Porto, w r ho was working as a goldsmith and die-cutter in 
Modena between 1529 and 1537. It is not impossible that the 
engraver w r as working as late as this, but general elements of style, 
and the print commemorating the monstrous tw ins born at Rome in 
1503, point to the earlier years of the century. His small allegorical 
figure of Foresight (P. 8), with its niello-like technique in the 
background, suggests a goldsmith’s education. Influenced by Man- 
tegna (more particularly in his w r ood cuts), and to some extent by 
Nicoletto da Modena (whom he inspired in his turn), copying and 
borrowing from Durer, and showing some characteristics in common 
with the Bolognese school (to which he has recently been assigned 
by Dr. Kristeller), it seems rash to dogmatise on the locality of so 
eclectic a spirit. 

1 For similar practices cf. abo\e Wf and Meckencm Of the early Italian 
school we may refer to a print of Montagna ( Virgin and Child , B. 7), which in one 
state bears the signature of G. A. da Brescia (IOAN BX), though whether this 
engra.\er added it himself seems open to question. 

2 One thinks of Passeri or Uccello as possible surnames, but no artist of either 
name is known who can be identified with I B 

d L Vedriani, Rattolfa de piltori scultori et architetii A/odonesi. Modena, 
1662 (p 45, immediately following the article on Nicoletto da Modena). Zani, unfor- 
tunately, never published the material which he seems to have possessed m support of 
his identification (see Materially p. 1341 

4 G. Tirabosehi, Xotizie de Pitton, etc . . . di Modena. Modena, 1786. 

8 A. Venturi, gh Orafi da Porto. Archivio Stonco Italia no, i8Sy, p. 205. 
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Until nearly the end of the century hardly any engravings seem The Milanese 
to have been produced at Milan. There are the three prints School, 
already mentioned, 1 which appeared in Fra Pacifico di Novaro’s 
Sumula di Pacifica Conscientia of 1479, and a few isolated examples 
which seem to bear the impress of the school, such as an Annuncia- 
tion (P. V. 67, 61) and a Crucifixion (P. v. 68, 65a) (both in the 
Albertina), may certainly be referred to a date prior to 1490. Then Master of the 
about this period follows an interesting group of engravings, which Sfoiza Bcok 
stands in the closest relation to the Milanese school of illumination, 
as seen in the Sforza Book of Hours 2 and in the Grenville copy of Monza?; 
Simonetta’s Historia delle cose facte dallo . . . Francesco Sforza, 

Milan, 1490 (both in the British Museum), and in two miniatures 3 in 
the collection of M. Leopold Goldschmidt in Paris. The prints we 
refer to include among others a fir fin and Child with Playing 
Angels (B. xiii. 85, 3), a Pieta (Albertina), and a little Allegory on 
Death (P. V. 21, 35). Quite near in style again are the large upright 
arabesques by Zoan Andrea, while the thinner line work and cross- 
hatching of nine of the same series mark them as by our Milanese 
Anonimo (B. xiii. 306, 21-32). Another of the prints of the same 
engraver (B. xiii. 83, 28) reproduces the Last Suffer of Leonardo 
da Vinci, which was finished in 1498, so that his activity must 
extend till quite the last years of the century. Every element of 
st)le and every mannerism of this Milanese engraver corresponds 
so absolutely with that of the Master of the Sforza Book of Hours 
that it seems more than probable that miniaturist and engraver 
are identical. It is at least rare to find an engraver of the 
fifteenth century who so completely merges his individuality in 
the artist, by whose designs he is inspired. The further point, 
that the author 4 of these illuminations is Antonio da Monza , 5 of 
whom there is only one signed miniature (the Descent of the 
Holy Spirit, in the Albertina, Vienna), is supported by good 
authorities, but scarcely proved by a convincing correspondence 
in style. 

Several engravings have been attributed to Leonardo himself, and Did Leonardo 
it is natural to imagine that among his numerous interests he at da Vmu 
some time made attempts in this medium. Only one of the prints en § rave? 
in question possesses anything of the character of Leonardo’s 
authentic work, i.e. the Profile Bust of a Young f Soman in the British 
Museum (P. V. 180, 1). The slipped stroke on the forehead be- 
trays the hand of a tiro in the medium, but the sensitive quality 
of the outline, and the exquisite significance of the drawing, show 

1 See p. 49. 

2 See G. F. Warner, London, 1894. 

3 Reproduced, Ventun, L'Arte, i. p. 154. One of them is signed an ma. 

4 f.c. , tlie master illuminator. The difference in quality between many of the 
illuminations points to se\eral assistants working out his designs 

5 An artist of the name was working in Padua in 1456 (see G. A. Moschini, 

Pittura m Padova, 1826;. 
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Bramante. 


Jacopo de’ 
Barbari. 


a veritable master of style. The other profile bust, a Young Woman 
with a Garland of Ivy (P. V. 180, 2), is much coarser in engraving, 
and might be the work of the same hand that is responsible for the 
six patterns of interlaced cord (“knots,” as Dilrer called his wood- 
cut copies), which also bear the inscription academia leonardi. 1 
The three Heads of Horses (B. xiii. 331, 24) might have been done 
by a Zoan Andrea, or G. A. da Brescia, and the same may be said 
of the three Heads of Old Men (B. “ Mantegna,” 2 1-23), which seem 
to be inspired by some Leonardesque design. The sheet of studies 
for the Sforza equestrian monument (British Museum) shows a far 
greater freedom of handling, but its draughtsmanship lacks articula- 
tion and unity, and marks it as a mere contemporary reproduction 
of his drawings. 2 

A large engraving of an interior signed Bramantus fecit i?i M/o 3 
is generally accepted as the original work of the great architect, who 
was working in Milan from before 1477 until 1499. There is no 
question about the authenticity of the design, which is reminiscent 
of elements in the sacristy of S. Satiro 4 in Milan, but the engraving 
seems to be rather the work of a dull but fairly equipped craftsman 6 
than the unique attempt of a genius in a strange medium. The use 
of the word fecit is unusual at this epoch in reference to engraving, 
and it may simply refer to the author of the design. 

The first personality to issue from the cloud of uncertainty 
which envelops the early history of the art in Venice is the engraver 
who uses as his signature the “ Caduceus,” or wand of Mercury, he. 
Jacopo de’ Barbari. Born about 1450 (or somewhat earlier), 6 
working as a painter in Venice and the neighbourhood in the latter 
part of the century, appointed portrait and miniature painter to the 
Emperor in Augsburg in 1500, painting at Wittenberg and various 
parts of Saxony in the service of Frederick the Wise between 1503 
and 1505, visiting Nuremberg in 1505, if not also at other times, with 
Joachim I. of Brandenburg at Frankfurt-a-O in 1508, working for 
Count Philip of Burgundy in his castle at Zuytborch in company 
with Mabuse, and finally pensioned and dying in the service of the 

1 The inscription, which probably means no more than. ‘ ' acidenitcal exercise,” 
has given rise to wild conjectures about a regular teaching Academy under Leonardo’s 
direction in Milan. 

- Cf drawings in Windsor, m particular one reproduced by T P Richter, 
Literary Remains, Plate Ixv. 

3 Two impressions are known : (1) British Museum (with inscription in ink) ; (ii) 
in the Casa Perego, Milan (where the inscription is said to be engraved). 

4 Completed some time between 1480 and 1488 

5 Cf. note i, p. 59, where Xicoletto da Modena’s name has been suggested 
in connexion. 

6 In the grant of a pension in 1511 he is mentioned as “ old and infirm ” The 
double portrait of Luca Pacioli and the artist (signed iaco-bak*vigennls-p-i 495), 
recently acquired for the Naples Museum, would upset this theory if rightly interpreted 
as Jacopo de' Barbari painted in his twentieth year. . . . Documentary evidence is 
so strong on the other side that the authorship of this interesting picture must be 
still regarded as a problem (see Venturi, L' Arte, vi. 95 ; Ricci, Rassegna d' Arte , 
lii 75; Gronau, Rassegna d Arte, 1905, p. 28). 
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JACOPO DE’ BARBARI 

Archduchess Margaret, Regent of the Netherlands — these are a 
wealth of biographical detail possessed in the case of few other 
Italian engravers of the period. In Nuremberg he was known as 
Jacob Walch, i.e. Jacob the “ foreigner — the Italian, and the 
error which long placed him among Northern engravers is easily 



Fig. 25. — Jacopo de’ Barbari. The Three Prisoners. 


understood. Nevertheless throughout this engraved work (which 
contains some thirty numbers) he shows himself essentially Italian 
in spirit, owing something to the Vivarini, but thoroughly individual 
in his development. Nor was his system of engraving greatly in- 
fluenced by Northern models. 

Barbari handles the graver with a light touch, and his line, with 
the burr incompletely removed, possesses something of the character 
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Mocetto. 


of dry-point. He never developed the regularity of cutting, which 
gives engraving its special quality in rendering tonic values, and his 
prints possess the appearance of pen drawings transferred to copper. 
In his earlier work (to judge from the Judith , B. r, and the St. 
Catherine , B. 8, with their long sinuous folds, clinging draperies, and 
sentimental pose) he follows roughly in the wake of the Mantegna 
school in his parallel shading, though an essential difference may 
be remarked in the curving lines which follow the contours. 
Later he developed a closer system of cross-hatching, which may 
have found its inspiration in Diirer, 1 but never approached the 
master at all closely. To Barbari in this later phase, of which the 
St, Sebastian (P. 27) is perhaps the finest example, Lucas van Leyden 
seems to be in some degree indebted. Prints like the Three 
Prisoners (B. 17, Fig. 25) and the Apollo and Diana (B, 14), we 
would place midway in his development, probably somewhat before 
than after 1500. This, however, is a dangerous point, and touches 
another problem of great uncertainty, i.e. the order of relationship in 
which the Apollo and Diana stands to Diirer’s print of the same 
subject. To us it seems that the most natural explanation is to 
assume the priority of Barbaras print, to regard this as one 2 source 
of suggestion for Diirer’s Apollo drawing in the British Museum 
(Lippmann, 233), and for the engraving of about 1505, while admit- 
ting that the transformation of the subject leaves great room for very 
different speculations. 3 

Both as craftsman and artist Girolamo Mocetto stands on a 
lower plane than Jacopo de’ Barbari. His careless method of 
shading seems less like the work of a practised engraver than the 
occasional attempt of the painter. But even in the latter capacity, 
in which he may have acted as assistant to Bellini, his works are 
few and poor. According to Vasari he came from Verona, but the 
greater part of his work is completely Venetian in character, and 
produced in Venice under the influence of Alvise Vivarini, Giovanni 
Bellini, and Cima. Some of his prints, probably earlier examples 
dating in the last decade of the fifteenth century, are after designs 
by Mantegna or his school, e.g. Judith , and the Calumny oj Apelles, 
the latter being based on a drawing attributed to Mantegna in the 
British Museum. The setting of the Calumny in a background 
suggested by the Place of SS. Giovanni e Paolo shows that the 
engraver was already working in Venice. The Virgin and Child 
enthroned (B. 4) and the large Virgin and Child with Saints and 
Angels (P. 10) reflect the style of Alvise Vivarini; the Baptism oj 
Christ is directly inspired by a picture by Giovanni Bellini in 
S. Corona, Vicenza, though certain elements may have been sug- 

1 The nearest analogies are seen in Purer's work about 1500, e.g. the nude m the 
Rape of Amymone. 

2 The other being the Apollo Belvedere 

3 For other points of relation to Purer, cf. Chap. II. pp. 74, 75. 
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gested by Cima’s Baptism in S. Giovanni in Bragora, Venice. In 
hts lineal manner, and in the angular character of fold and contour 
(comparable to the Vicentine school), Mocetto stands in even closer 
relationship to Vivarini and Cima than to Bellini. 

Some unimportant topographical plates were engraved by Mocetto 
to illustrate Ambrogio Leones De Nola Opusculum (Venice, 1514), 



Fig. 26. — Giulio Cnnipagnola. Christ and the Woman of Samaria (pait). 


but this is the only certain date afforded by his prints of an activity 
which is known to have continued until after 1530. 

Giuuo Campagnola is an interesting artist whose only recog- Giulio 
nised monument consists in his engravings, which scarcely amount Campagnola. 
to a score in number. According to contemporary accounts he 
was a youth of wonderful versatility and promise, and while still 
under seventeen reaped much praise for his skill in the various arts 
of painter, miniaturist, engraver, and musician, no less than for his 
knowledge of Latin, Greek, and Hebrew. One of his prints is a 

F 
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Marcello 

Fogolino. 


direct copy from Durer (the Penance of St. John Chrysostom , P. K. 4), 
and several of his platen show adaptations from I Hirer's landscape 
backgrounds, but the style of his engraving was far less dependent 
on the German master than that of most of his contemporaries. 
The inspiration of his ait, seen in plates like the Ton tig Shepherd 
(P.K. 8;, Christ and the I Toman of Samaria (P.K. 2, Fig. 26), 
and the Astrologer (P.K. 1 1 ). is clearly that of Giorgione, and the 
special character of his technique, a system of gia\er flicks so 
delicate that they approximate to dots made with the point, is 
directed to rendering the soft gradations of chiaroscuro affer ted by 
his model. Two of his prints, i.e. the Young Shepherd and the 
Astrologer , are known in two states, — the first in pure line, the 
second with the spaces between the lines filled up with the flick 
work: while in others, e.g. Milked Child with three C \i ts (P.K. 7), 
the I Toman Sleeping ( P. K. 13), and the noble St. John the Baptist 
(P.K. 3), the shading is achieved almost wholly by the most delicate 
flick work. The latter shows him, like Mocetto in a print of the 
same composition, borrowing the figure probably from some design 
by Mantegna, of which the existing versions (e.g. Ambrosiana) seem 
only school copies. One of his plates, the Shepherds in a Landscape 
(P.K. 9), was left unfinished, the foreground and figures being added 
later by Domenico Campagnola. It is natural to infer that Giulio’s 
activity did not extend long after the latest mention we possess of 
his existence. 1 

In the special character of his technique, the completion of 
a skeleton lineal design by close graver flicks, Giulio Campagnola 
finds his closest imitator in the engraver who uses the signature . 
He has been identified, partly on the basis of the monogram, with 
Martino da Udine (called also Pellegrino da S. Daniei.e), 
but the distinctly Ferrarese character of his few prints, e.g. the 
Field (P. 2), and the Triumph of the Moon (P. 4), has still to be 
explained if this identification be correct.* 2 

Marcello Fogolino, a painter who was working between 1519 
and 1548, chiefly in Vicenza, has also signed a few engravings whose 
flick-work shading takes its suggestion from Giulio Campagnola (e.g. 
the Made JToman and Child, P. 3). Other prints, e.g. the Presenta- 
tion of the Tirgin (P. 2), are engraved almost wholly in line, but with 
a softness of tone which seems to indicate the use of the dry-point. 

Another small group of engravings, 3 which has been generally 
assigned to the Milanese school, seems to be nearer in style of 

1 In tin* w ill of AMo Manuzio ( Jan 1515 >, who charge* lus executor to get certain 
cursive t\pe cut by G. C. (see A Kaschet, A Ido M. . I.ettres et Document >, Venice, 
1867. p 47) Another famous artist of the period, who is known to have cut t\pe 
for Aldo, 1* rrancesco Francta (see A Panizzi, Chi era Francesco da Bologna? 
London, 1858 and 18731 

2 Maitinn worked in Ferrara at various times I»etvveen 1504 and 1512, but there 
is no ewdence of a transformation of st\le sufficient to support the hypothesis. 

3 For the attribution to Cesare da Sesto, see I'assavant, DeuCche* KunsttL t. 364. 
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composition to the school of Campagnola, and in technical manner M aster of the 
finds its closest analogy in Marcello Fogolino. The Allegory with Beheading of 

John the 
Baptist. 



Fig 27 — Domenico Campagnola. Young Shepherd and aged Warner. 


a dSSude and various Animals (attributed by Bartsch to Duvet), the 
Beheading of John the Baptist , and studies of a Stag and a Doe 
(P. “G. Campagnola ” 16 and 17) form the group in question. 
The fact that the Allegory is based on a drawing by Leonardo (in the 




68 


THE EARLIEST ENGRAVERS 


Domenico 

Campagnola. 


Benedetto 

Montagna. 


Francia and 
the School of 
Bologna. 


Louvre) seems to be the only real connexion with Milan, while the 
close analogies, both in technical manner and in the landscape 
background to Eogolino, the suggestion of Giorgione in the Behead- 
ing of John the Baptist \ and of Cam pngnola in the two animal 
studies, seem greatly to favour the assumption that the artist 
belonged to one of the provinces in the north-eastern corner of 
Italy. 

The work of Domenico Campagnola may be mentioned here, 
though, like several of the engravers just referred to, it falls wholly 
within the sixteenth century. None of his engravings are dated 
except in the years 1517-18, but there seems little reason to doubt 
his identity with the painter who assisted Titian in 1511 and 
continued working in Padua until after 1563, 1 and to suspect two 
personalities of the same name. Whether he was a Venetian or a 
Paduan by birth is not certainly established, but the assumption 
that he was a pupil and the artistic heir, if not a family connexion, 2 
of Giulio Campagnola is strongly supported by his completion of 
the Shepherds in a Landscape , to which we alluded above. He did 
not, however, follow Giulio’s stipple-method, and as an engraver 
handles the line with a somewhat loose, though picturesque touch. 
The Young Shepherd and aged Warrior (B. 8, Fig. 27) is a delight- 
ful plate, with a romantic atmosphere and a method of design 
which almost anticipate Salvator Rosa. 

Near to the Venetian school is Benedetto Montagna of 
Vicenza, whose work centres in the first three decades of the six- 
teenth century. His style was formed on that of his father, 
Bartolommeo Montagna, and prints like the Sacrifice of Abraham 
(B. 1) and the St. Benedict with four Saints (B. 10), strong and 
simple, if somewhat stiff in design, belonging perhaps to the last 
decade of the fifteenth century, show him in this early phase. His 
later plates, mostly of allegorical and classical subjects (several 
taken from Ovid 3 ) show him to have possessed the qualities of a 
graceful illustrator, a delicate technique, and a real sense for the 
possibilities of the small space he generally chose to use. Like 
most of his contemporaries in Italy he occasionally copied and 
borrowed from Diirer (e.g. the Nativity, P. 35), and may have 
received from the same source the suggestion for his Peasants 
quarrelling (B. 30), an unusually realistic piece of genre for Italian 
art of the period. 

We have alluded above 4 to the school of niello, which found 
its inspiration in the studio of the goldsmith and painter, Francesco 

1 Sec G. A. Moschmi, Pittura in PaJoi a, 1826 fpp. 61, 70, and 76). 

2 J. Morelh’s A non 1 mo refers to paintings in the Palazzo Cornaro, Padua, as 
by Domenico Veneztano alUvato da Julio Campagnola , and there seems good reason 
to regard this artist as D.C (Ed Frizzoni, 1884, p. 22). 

3 Several similar designs are found in the cuts in the 1497 Venice edition of the 

Metamorphoses , and it seems probable that Montagna rather than the wood-cutter 
was the plagiarist. 4 See pp. 42, 43. 



THE SCHOOL OF FRANCIA 


69 


Raibolini (Francia). Besides two niello plates in the Bologna 
gallery, a few prints from nielli, e.g. the Profile Head {of a Bentivoglio ?) 

Duch. 350 (Brit. Mus.), can certainly be attributed to the master, 
but it is more than doubtful whether we know any real engravings 
by his hand. 1 

Among the many anonymous nielli and niello-like prints which ? (Peregrino 
come from his school, there is a group by an engraver who generally daCesena?) 



Fig. 28 — Benedetto Montagna. The Shepherd. 

uses the signature less frequently £ or 0 £DC. A print of the 
Resurrection (Duchesne 122) is inscribed Opus Percgrini de Ces , 2 
but comparison with indubitably genuine works by the master 

1 Cf below, Marcantonio, p 92. 

2 Impressions with this inscription m the British Museum, Berlin, and Paris (Bibl. 
Nat.). An impression in the collection of Baron Edmond de Rothschild signed Opus 
Peregrino is described by Dutuit as an earlier state, The same composition is 
seen in a silver plate in the British Museum, which is a far moie egregious modern 
forgery. 
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(e.g. the Story of Abraham , I). 9-14. Mars and Venus, I). 220, 
Orpheus , IT 255, and Murius Scaevela, I). 263) inclines me to re- 
gard the work as an eighteenth or early nineteenth century fabrica- 
tion, while admitting that the inscription may go back to some 
authentic source. One of his be>t engravings in the niello manner, 
the Neptune in his Car , is reproduced (Fig. 14). This sort of print 
may have been largely used as model composition in goldsmiths’ and 
engravers* studios, and in this instance there are at least two other 
versions of the subject known, — one a niello even neaier Francia's 
own manner (Gutekunst sale, Stuttgart, 1899, No. 864), and the 
other a print which has been attributed to Marcantonio. 1 

Scarcely any engraving was produced in the North of Europe 
during the fifteenth century outside Germany, the Netherlands, - 
and Italy. 

France. In a French translation of Breyden bach's Travels , published at 

Lyons in 1488, there appeared engraved copies of the large wood- 
cuts of the original Mayence edition of i486, but apart from this, 
there are only isolated instances of engravings which can be 
definitely regarded as French. One of these (dating probably 
about 1460), a Lion-King from a set of cards (Dresden), 3 is 
evidently suggested by the work of the early Master of the Playing 
Cards. In technical style it is similar to the French wood-cut of the 
period, with a characteristic meagreness of line. 

Spain - Spain has even less to show than France in engraving during the 

fifteenth century. Three playing cards in the Berlin Print Room, 
with Valencia inscribed on medals (with coats of arms) which are 
supported by the figures, are perhaps the best examples. They 
are poor productions, and of an even lower order than the work 
of the Master of the Year 1464, standing in style midway between 
the work of that master and the early Florentine engravings in the 
Fine manner. Among certain crude engravings in the National 
Library at Madrid, such as the Tea to Carlo de Viana in a Gothic 
Niche , and a Wheel of Fortune, is a modern impression from an old 
plate with Scenes from the Life of Christ and St. Eulalia , patron 
saint of Barcelona. The last example, which bears the signature 
Fr. Domexech 1488, is the only Spanish print of the period with 
indication of date and authorship. 

1 See below, p 91. 

2 From the close connexion of Burgundy and Flanders in the 15th century, we 
have chosen to classify certain engra\ers, who might with equal justice be claimed 
for the honour of France, with the Netherlandish school. Cf. pp. 23, 24. 

Lehrs, Lliromk. u. 2, 23 Another impression in E. de Rothschild collection, 

Paris. 
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THE GREAT MASTERS OF ENGRAVING 
THEIR CONTEMPORARIES AND IMMEDIATE FOLLOWERS 

(About 1495-1550; 

Among the engravings of the fifteenth century there is much that 
possesses great inteiest and charm, but little which can be regarded 
as the work of artists of supreme genius Of that little is the work 
of Mantegna, while in the north Schongauer is almost the only 
engiaver who at all closely approaches the level of a great master, 
and he is still too trammelled by Gothic comentions to rise to the 
height of a great personality. The close of the century heralds the The great 
activity of three engravers, Diirer, Lucas van Leyden, and Marcantonio, tnumvlrate - 
in each of whom technical mastery was united to a high measure of 
artistic genius. The first of these, Albrecht Diirer, can be pro- 
nounced almost without qualification as the greatest of all line- 
engravers — a man who had found in this phase of art a means of 
expression perfectly at one with his genius. An artist of the most 
solid conviction and concentration, he is none the less by far the 
most versatile genius of the triumvirate, far from being merely 
the engraver, it is difficult to say whether he excelled most in this 
field, as a designer for wood-cut, or as a painter, while an inquiring 
spirit led him, like Leonardo in Italy, to probe many theories that 
lay about and even beyond his art. Lucas van Leyden is an artist 
of a frailer calibre than Diirer, and prone to lose himself in imitation 
of stronger men, each of his great contemporaries in turn dominating 
his style. Xeveitheless he had no lack of original power, and, when 
most himself, achieved work which fully justifies his place in the trio 
of the master engravers. In Marcantonio a stronger spirit than 
Lucas van Leyden's yields itself voluntarily to the interpretation of 
the ideas of others. He was essentially a specialist ; in fact, no 
work of his in any other medium than engraving 1 is certainly 
authenticated, though no doubt some of his studies may be hidden 

1 Besides the line-engiuungs his, only authenticated work is a wood-cut of the 
Incredulity of Thomas , which appeared in the E pi stole et Eiangeh, printed by N. and 
D. dal Gesu, Venice, 1512 (printer’s error for 1522?!, (see Lippmunn, fahrb . 1. 270), 
but he is probably only the author of the design and not the cutter. 

71 



7 2 


THE GREAT MASTERS OF ENGRAVING 


Germany. 

Albrecht 

Durer. 


in the mass of unattributed, or wrongly attributed, drawings of the 
Raphael school. Taking Diirer as his model, he simplified and re- 
fined until he attained a system which, regarded simply from the 
technical point of view, is without a rival. But the chief tenour of 
his work, the reproduction of alien composition, though done in the 
reverse to a servile spirit, puts him immediately on a different plane 
from Durer, and it was the harbinger of the host of servile repro- 
ducers who formed the greater part of the line-engravers during the 
next two centuries. 

Albrecht Durer was born in Nuremberg in 1471, the son of a 
goldsmith who had migrated some fifteen years earlier from Hungary. 
His first education in art must have been in his father’s craft, but his 
real apprenticeship was passed under the painter Michel Wolgemuth, 
who is perhaps most widely known for his wood-cut illustrations to 
Hartmann Schedel’s Chronicle of the World (Nuremberg, 1493). 
If the early training in his father’s shop ga\e Diirer the required 
facility in handling the graver, it is certainly to Wolgemuth that he 
owed the inspiration to design the wood-cuts which form, perhaps, 
the most powerful achievement of his life. Durer could hardly 
have found a master more essentially Gothic in his style than 
Wolgemuth, whose work, though extending well into the sixteenth 
century, is characterised throughout by all the stiffness of line and 
uncouthness of figure which Germany was capable of displaying in 
the fifteenth century. But though Diirer himself retained till the 
end some of the limitations of the Gothic tradition, he was from the 
first evidently struggling towards a more universal ideal of beauty 
which scarcely a single German artist before his time, with the 
exception of Schongauer, had in any degree realised. Piirer’s 
earliest enthusiasm not unnaturally centred in the painter of 
Colmar, and here too he found the model on which he formed his 
style and system as a line-engraver. Leaving Nuremberg in 1490 
for some years of travel and study, he may have come into touch 
with Schongauer while in the neighbourhood of Basle, but there is 
evidence that he never met the master face to face. Though long 
a matter of dispute, an early visit to Venice about 1495 seems 
now to be almost an established fact, but hitherto no uncontested 
allusion to it has been found in Durer’s writings . 1 Apart from 

1 It is at least the most natural explanation of the passages und das Ding , das mir 
vor eilf Johren so Tool hat gefallen , dass gefallt mir itz nut me hr in a letter from Durer 
to Pirkheimer, dated Venice, 7th Feb. 1506 (see K Lange, D’s Schri/tl. Xachtass, 
1893, p. 22 ; Thausing, D' s Ilrieje, 1872, p 61 An earlier visit seems also to be 
assumed by C Scheurl in his Li bell us de laudibus Germanie (Leipzig, 1508), 
who refers to Durer’s journey of 1505-7, cum nitper in Itaham rediisstf. Two 
other pieces of e\)dence may be cited: (1} the landscape in the engraving of the 
Large Fo rtune (B. 77} of about 1502-3 is undoubtedly suggested by Klausen, a 
little town between Brixen and Botzen on Durer’s route towards Trent via the 
Brenner Pass See Haendcke, Chronologic der Landschaften Durer s, Strassburg, 

1899. (id E\ery characteristic of the early water-colours of the Tyrol points to 
their production on an earlier journey than that of 1505-7. 
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these early years of wandering, a second visit to Venice in 1505- 
1507 (partly undertaken to protest to the Venetian Senate against 
Marcantonio’s imitations of his prints), one or two visits to Wittenberg, 1 
and a journey to the Netherlands in 1520-21, of which he has 
left a diary, the master was working almost entirely in Nuremberg 
until his death in 1528. 

The earliest date found on any of Diirer’s engravings is that 
on the Font' Nude Women of 1497. He has not yet learnt to 
render the human form with any subtlety of modelling, and his 
engraving has hardly attained the solidity of structure seen in the 
best of Schongauer’s prints. But this realistic study of the nude is 
a fresh factor in German art, and perhaps the only means by which 
he could surmount the limitations of his predecessors, and escape 
from the entanglement of ill-placed drapery, which only succeeded 
in hiding or distorting all the essentials of the human frame. 
Several other plates, to judge from their very closeness to the older 
traditions, as well as their undeveloped power of drawing, must 
certainly precede this work of 1497 by some two years at least. 
Most elementary of all, both in faulty foreshortening (e.g. the child 
flat against its mother and the squash figure of Joseph behind the 
bank), and in the abundance of angular folds, is the Hoiv Family with 
the Dragon-fly (B. 44). The Offer of Love (B. 93 ; see frontispiece) 
and the St. Jerome (B. 61) are others of a similar type, still loose 
in draughtsmanship, and somew r hat incoherent in landscape. Quite 
the noblest of this early group is the Prodigal Son (B. 2S), where 
the background of simple sheds and gabled houses offers the young 
. engraver forms which he can perfectly master. The kneeling figure 
of the Prodigal presents problems which still baffle the artist, though 
the power of human expression is already wonderfully developed. 
After the turn of the century there is a remarkable advance 
both in technical skill and in the comprehension of form. As a 
display of agility in engraving, in the perfect realisation of the 
slightest shades, e.g. in the surface texture of the helmet, as well as in 
its harmony and balance as a composition, the Coat-of-Arms with the 
Skull of 1503 (B. 101) is a masteipiece. In the field of formal 
composition and in brilliance of engraving there is nothing which 
surpasses it in Diirer’s work, if it be not the Coat-oflArms with the 
Cock of some nine years later. The reality of Durer’ s progress in 
every direction may be estimated by a comparison of the Adam and 
Eve 2 of 1504 (B. 1) with the earlier nude study we have already 

1 In the service of Friedrich the Wise. There is evidence of Mbits in 1494-95 
and in 1503. For art at Friedrich's court see R. Bruck, Friedrich der Wtise als 
Forderer der Kunst, Strassburg, 1903 Bruck considers that the earlier \1s1t ex- 
cludes the early journey to Italy, — not, I think, a necessary conclusion. Wes a bach 
{Der Jun^e Durer ) admits the necessity of Bruck’s conclusion if his premises are 
correct, but doubts whether the Albrecht in question be really Durer. 

2 Two trial proof states of this engraving are known (British Museum and 
Albertina) which are of great value as showing Durer’s method of work. He first 
lightly engraved the outlines, and then finished piece by piece separately, leaving 
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referred to. A system of cross - hatching of the most regular 

and delicate order, seconded by a perfect mastery of clear cutting, 

now correctly expresses the minutiae of modelling ; while in the 

earlier prints an imperfect knowledge of form was combined with 

an iriegular and undeveloped lineal system. Moreover, in his ideal 

of human form the change is remarkable. From the exaggerated 

ugliness of the earlier nude he has arrived at a feeling for classical 

beauty, which can only have come from the study of Italian models, 

and in this plate it is the influence of Jacopo de' Barbari that 

Durer and speaks so clearly. This artist, who was in sundry parts of 

Jacopo de Germany between koo and i so8, is known to have been in Nurem- 

Barbari. , . . . , . Tv .... 

berg in 1505, while in 1503 he must have met Durer at Wittenberg 

where both were working for the Elector of Saxonv. But the 
assumption of an early journey to Venice, to which we have already 
referred, places the first meeting of the two engravers probably as 
far back as I495- 1 W hether at this early period or not,- it must 
have been at least no later than 1 500-1 501 that Durer saw the 
study of a “ man and woman, drawn according to a canon of propor- 
tions ” (aus der Mass ), which he himself admits 9 was the first 
suggestion to his own studies in the proportion of the human 
figure. But it was a mere suggestion, as Barbari evinced unwilling- 
ness to explain the subject, 4 and Durer started to develop his own 
theories on the basis of Vitruvius and his own speculations. He 
seems to have modified his treatment after his second visit to Italy, 
possibly through further knowledge gained from Luca Paciolip 
whom he may have met in Bologna. The Adam and Eve , in whose 
style Barbarfs influence has already been remarked, is the best 
example among the engravings of figures constructed according to 
canon, several original studies 6 being witness of Durer’s develop- 
ment of the subject. 

A general connexion of ideas may be noted in several of the 
prints of Durer and Barbari, e.g. in their Satyr Families , as well as 
correspondence in various details ( e.g . the head of Neptune in 

the completion of the figures to the last The Hercules < R 7311s the only other 
print of which a proof state of similar interest is known (Berlin, Albertina), though 
slight differences of state have been noted on some se\e»tccn other prints. 

1 See passage quoted m note 1, p 72. Whether dir Ding is Barbari himself 
or a mere phase of art, such as the Ynarinesque, is a much debated question. 

2 A " pi oportion ’ ’ draw mg of a reclining woman ( closely related to the . / mymone of 
the engraving) m the Albertina is dated 1501. The date 1500 on a standing female 
figure 111 the British Museum has been disputed fcf. Justi, Construirte Piguren in der. 
ITerieu A D's , Leipzig, 1902 ) 

■ { In an unpublished sketch in the British Museum for the preface of his Propor- 
tion sleh re 1 see Sir \V. M Conway, Literary Remains of A. D , 1889, pp. 165, 
2 53~54 > K Lange, D.'s Si hnftlu her Xiukias*, 1893, p. 340). 

4 No wilting on the subject and no “ proportion ,r drawing by Barbari is known 
nor do his own engraved figures evince any deep study of such theories. 

J The author of the Drama Proportione , Venice, 1509 (with wood-cuts after 
designs by Leonardo). He owed much of his system to Piero della Francesca and 
Leonardo. 

6 Eg. in the Albertina (Vienna), and Lanna collection (Prague;. 
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Durer 7 s Rape of Amymone 1 with that of the Triton in Barbara's 
Triton and Nereid), but their respective plates of Apollo and Diana 
form the most striking instance of their artistic relation. In 
describing Barbaras work, we have expressed the opinion that 
Durer probably owes to the former the suggestion for his engraving, 
though the final correspondence in treatment is inconsiderable. 

An even more powerful influence than Barbari on the develop- Durer and 
ment of Durer s style was that of Mantegna. There are two Mantegna, 
drawings by Durer in the Albertina (dated 1494), after this 
engraver's Battle of the Tritons and Bacchanal with Silenus , 
and he embodied the same ideals in several of his plates, most 
evidently perhaps in the Rape of Amymone (B. 71), and in the 
allegory which is generally called the Hercules ' 1 (B. 73), both 
belonging to about 1500. The latter plate is a most curious medley 
of plagiarisms : the reclining woman is from Mantegna, the woman 
with the club is directly copied from an anonymous North Italian 
engraving of the Death of Orpheus (P. V. 47, 120, in Hamburg), 
hile a figure used in the standing Hercules (a study for a Rape of 
the Sabines , in the Bonnat collection), seems to be borrowed from 
some lost drawing by Pollaiuolo. Diirer is as candid and free m 
his adaptation as Rembrandt, and, in fact, as all the greatest original 
creators are wont to be. 3 

Very soon after the return from Venice he must have started The Copper- 
the series of sixteen prints which constitute the Copper-plate Passion . pIate PaSMOa 
The Descent from the Cross (B. 14), is dated 1507 ; two plates belong 
to 1508, one to 1509, the majority to 1512, while last in order (if 
indeed it strictly belongs to the series at all) is the Peter and John 
healing the Cripple , of 1513. From problems of proportion in 
designing single figures, Durer had come to treat proportion in its 
relation to composition as a whole, and the Passion plates form 
the chief attempt in his engraved work in dealing with many figures 
in limited space. If some of the earlier examples are lacking in 
balance, e.g. the Descent from the Cross , the later plates, in particular 
the Christ bearing the Cross and the Peter and John , are wonderful 
in their concentrated significance, the last, most of all : a darkly 
shaded background, such as Diirer affected more and more in his 
later work, and the expression in the two foremost actors thrown 
into prominence by the light which falls across Peter’s shoulder 
into the face of the cripple, are but two elements which help to 
induce the concentration of idea which Diirer was the first of 
Germans to accomplish. 

Several isolated compositions, nearly all of the same small 
dimensions, fall into the same period as the Passion series. We may 

1 Also called the Sea-Momter. 

2 Other titles are the Effects of Jealousy, and the Great Satyr 

3 Before leaving the question of Durer’s copies from Southern originals we may 
refer to his drawings after the so-called “Tarocchi Cards” (British Museum and 
Paris 1 see Durer Society, 1906). 
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mention the Three Genii ivith Helmet and Shield (B. 66), where the 
putto motive might have been suggested by some Florentine niello 
(like that reproduced in Fig. 13), and the two plates of St. George, 
one of which was reproduced in the frontispiece of the earlier editions 
of this history. 

If advance in technical power was possible after such achieve- 
ments as the Coat of Arms with the Skull \ it was directed to 
simplification rather than further finish. While in the latter and the 
Adam and Ere , the lines of shading are almost lost in the subtlety 
of the shading, in most of the plates of the Passion series the use 
of line is economised and individualised (if we may so refer to the 
part played by each stroke) in a manner far more in keeping with 
the general maxim that the artist should never belie his medium, 



Fig 29. — Albrecht Diirer. St. Anthony before the Town. 

or so handle it as to attain an end which could be better realised 
by some other method. 

From about the same period Diirer begins a series of simpler 
studies, where merely geometrical problems of construction become 
completely secondary to that of human expression. Viewed in this 
light, the Adam and Eve , great as it is, barely exists as a work of 
art, while of the little plates of the Virgin and Child (there are nine 
between 1511 and 1520), one is only more perfect than another. 
Most remarkable, perhaps, in beauty of composition and engraving is 
the Virgin by the Town-wall of 1514 (B. 40), while in “ intimate- 
ness ” of feeling Diirer touches us most nearly in the Virgin 
nursing the Child of 1519 (B. 36). The introduction of the walls 
of his native town which gives so perfect a background to the Virgin 
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and Child (B. 40) seems no less inseparable from the St. A?ithony 
reading of 1519 (Fig. 29), so wonderfully is the whole combined. 

It may be noted here that the town, or the background in this case, 
though suggested partly by elements of the Burg at Nuremberg, is 
more particularly taken from a drawing Diirer made of Trent (now 
in Bremen). 

Three of the most ambitious, if not the most successful plates 
that Diirer produced, fall in the years 15 13-14: the Knight , 

Death, and the Devil (B. 98), the St. Jerome in his Study (B. 60), 
and the Melancholia. If the beauty of the last is somewhat 
impaired by its crowded anti obscure symbolism, the Knight, Death , 
and the Devil, though less brilliant than the Mtlancholia in 
engraving, drives home all the more for the directness and force of its 
intention. With Death staring him in the face, and the Devil 
ready to catch him if he trips or turns, the Knight rides on with 
foreboding of danger, yet firm resolve marked in every line of his 
face, too intent even to cast a glance at the distant city which 
is his goal. As a draughtsman of animals, which figure in all 
the three prints, Durer never escapes a stiffness which is not merely 
that of convention, but a lack of practice or of the particular 
aptitude of the realist in representing these most restless of 
sitters. 

Diirer is one of the earliest of all the portrait engravers, the few The portraits 
before him in Germany who attempted anything in this field (e.g. 
the Master of the Amsterdam Cabinet and W$B L ) leaving mere 
isolated examples of no great value ; while in the south, if one 
excepts an early Florentine profile of a lady 1 2 *ind a few heads 
engraved in the style of Leonardo, there is scarcely anything until 
the Pietro Aretino of Marcantonio, which was perhaps not done 
until after the latest of Dtirer’s portraits. Earliest in date and 
finest in execution is the smaller Albrecht of Brandenburg of 1519 
(B. 102), which is reproduced (Fig. 30). In the three larger portraits 
of 1523-24, the Albrecht of Brandenburg in profile (B. 103), Fried- 
rich the If Be, Elector of Saxony (B. 104), and Wilibald Pirhheimer 
(B. 106), there is greater breadth of line and a certain monumental 
power. But, it must be confessed, they are not the work of the born 
engraver, for despite the wonderful delineation of all the intricacies 
and undulations of feature, they lack in the expression of real in- 
dividuality. Even one of the latest, the Erasmus of 1526, tells us 
little of the man himself, though we seem to know every 
particle of his features : it is first and foremost a composition of 
still life, of wonderful design and brilliance of technique. 3 If in any 

1 See p 3 1 2 See p. 39 

3 The plate was based on some drawing taken from the life m the Netherlands, 

1520-21. Erasmus’s own words m relation to the likeness are cold, courteous, and 
worth quoting : si minus respondet effigies mi rum non est. Xon enim sum is qui jui 
ante an nos q unique (letter of 30 th July, 1526). 
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tic 3°- — Albrecht Dtirer. Portrait of Albrecht of Brandenburg. 

sion of personality, it is in the Mehvnthon (1526), which is the 
simplest of all in its technical structure and secondary ornament. 
Besides his line-engravings, Diirer has left us a few dry-points 
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and etchings. Of the three 1 dry-points two are dated, both in 1512 Ihedry- 
— a Man of Sorrows (B. 21) and the magnificent St. Jerome (B. 59, P omts 
Fig. 31). A large Holy Family (B. 43), not dated, but certainly 
belonging to the same period, is less successful. In the St. Jerome 
the value of the burr of dry-point is so completely realised that one 



Fig. 31. — Albrecht Durer. St. leiome in the Wilder ness. 


wonders that Diirer did not recur to the method later. The most 
practical explanation might be the right one, that the few good 
impressions that could be taken would not repay him for his labour, 
at a time when a single impression of an engraving was probably 
sold for a small price, and before the public had realised the special 

1 There are good reasons to think that the little St. Veronica < B. 64), dated 1510 
(of which the only linpiessions are in Dresden and the Aibeitina), is a later fabrication. 
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artistic value and the limitations of the new method. After Diirer 
we find dry-point practised very little, and never with any apprecia- 
tion of its possibilities, until the time of Rembrandt. 

Diirer was one of the pioneers of the art of etching. A plate by 
Urs Graf 1 is dated 1513, i.e. two years before any of Diirers etched 
plates ; but this is an interval of small account, and the extraordinary 
power of two, at least, of the six plates etched by Durer immediately 
places them in the van of the progress of the art, and indeed in the 
foremost rank of all etchings. They all occur between 1515 and 
1518. The Alan of Sorrows of 1515 (B. 22) is hardly successful 
as a print, differing too little in its quality from that of penwork ; 
but the same year sees the creation of the Agony in the Garden 
(B. 19), which is among the most wonderful of all his compositions. 
In the next year fall the An get displaying the Sudarium (B. 26) and 
the Pluto and Proserpine (B. 72). Then there is a curious plate 
sometimes called the Man in Despair (B. 70), which seeing to be 
little more than a study of various figures and faces, and is perhaps 
as early as any of the rest. In his last plate, the Cannon , B. 99 
(part of which is reproduced, Fig. 42), the line is handled with 
much greater vigour, and the biting is completely successful. In 
the treatment of landscape it must have done much to give the 
particular direction to the early German school of landscape etchers, 
to whom we shall refer in our next chapter. All these etchings are 
on iron, and all have the rough characteristics arising from the fact 
that the material, of less uniform texture than copper, would be 
bitten with less regularity. It could hardly be the lack of know- 
ledge of a proper mordant for copper which kept Diirer to the use 
of iron, though this reason has often been suggested ; far more 
probably it was the feeling, shared by some modern artists, that the 
very roughness of the metal is more in keeping with the less precise 
character of the etched line. 

But Durer’s genius was not by nature most adapted to the 
vagaries of line, by which all the greatest etchers seem to obtain 
significance almost subconsciously. He was above all others the 
artist whose every line is laid with conscious thought. He is the 
most peifect representative of that factor in the style of the “Old 
Master” which stands in such contrast to the less formal elements 
of design which are more strictly “ modern ” in feeling. In his 
painting, as well as in his engraving on wood and metal, the part 
played by each stroke is so considered, the harmony of each factor 
with the whole so absolute, that it would seem impossible to take 
away, add, or alter the slightest element without altogether impairing 
the effect of the whole composition. Such were the conditions 
which, according to the architect Leon Battista Alberti, constituted 
“ beauty ” ; and we may allow at least that they constitute a certain 
“formal dignity, which is no small element in the former. Beauty, 
1 See Chap. III. p. 106. 
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in the secondary sense of “ grace ” of form and feature, we cannot 
admit that Durer often expresses, but he is no whit the smaller 
artist for the lack of it. Despite all he learnt from Italy, 
he remained essentially a true German, and a noble type of the 
national character. He was solid, scientific, conscious in all his 
creating. Learning his art from masters who were still in the youth 
of artistic development, his whole work shows a progress towards an 
ideal which the trammels of Gothic tradition never left him free to 
attain without a struggle. By the very energy spent in its realisa- 
tion, his accomplishment is all the more intense in its expression. 

He recognised the truest limits of the medium in which he worked, 
never allowed technical virtuosity to have the better of the central 
aim of significant composition, and established a balanced style 
which remains the most perfect model of the line-engraver’s art. 

Before approaching the more immediate school of Durer, we 
may just refer to two engravers who owed much to him in their 
development, but probably found their earliest inspiration like Durer 
in Schongauer. Our chief interest in the Swiss artist Uks Graf Urs Graf, 
centres in his two etchings, one of which is the earliest dated etching 
known (1513). 1 Besides these he has left little more than half-a- 
dozen engraved plates (among which are two copies from Schon- 
gauer and one after Durer), but in none of them does he express 
himself so well as in his wood-cuts. Hans Baldung, a German of Hans Baldung. 
the vicinity of Switzerland, came under similar influences, and, like 
Urs Graf, was far more prolific as a designer for wood-cuts than as a 
line-engraver. A genial adaptation of Diirer’s treatment of form 
characterises the style of his few line-engravings (e.g. the Horse and 
Squire ), as well as his work in other fields. 

During the sixteenth century Durer's influence was paramount 
in Germany, and found a multitude of imitators and copyists in the 
Netherlands and in Italy. But in Germany an even more powerful 
influence was the renaissance of feeling for classical form which 
began to find so many adherents North of the Alps. Towards the 
end of the century the Italianisation of German artists and their 
complete desertion of Durer s ideal left an art as empty as it was 
unnatural and affected. But for some two or three decades after 
Diirer’s death a group of artists, who, from the small dimensions of 
most of their plates have been called the Little Masters, managed The Littte 
to steer midway between the two currents, and produced a host of Masters, 
tiny plates as graceful as they are excellent in engraving. 

Albrecht Altdorfer, who was the oldest artist in the group, Albrecht 
was the least dependent on Diirer in the formation of his style. Altdorfer - 
He was born in 1480, and most of his life was spent in Regensburg, 
where he died in 153S. The earliest of his engravings are dated 
1506, but a plate like the Fortune on a Globe with a Genius , of 
1 51 1, still shows him undeveloped in the use of the burin. Archi- 
1 Cf. Ch. III. p. 106. 
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tect as he was, he may at first have given rather the amateur's 
attention to painting and engraving. If his technical power is in 
consequence of secondary merit, the intimate personal touch which 
he gives to the expression of each small composition secures him 
almost the highest place as an artist among the Eittle Masters. 
His characteristic flat drawing of a child's face is forgotten in the 
atmosphere of human feeling which distinguishes plates like his 
large Virgin and Child (B. 17). Perhaps his greatest distinction 
among the Little Masters is his feeling for landscape, and as a 
landscape etcher he was the mspirer of a large following (e.g. Hirsch- 
vogel, Eautensack, and Wolf Huber — the latter, however, not an 

engraver in metal), which from its 
fountain-head is not inaptly termed 
the Regensburg school. 1 In pure 
landscape his work is almost entirely 
m etching, but none of his contem- 
poraries knew better than he how r to 
give a romantic colour to his subjects 
by the background of woods and hills. 
The Py ramus and TJtisbe (B. 44, Fig. 
32) and a St. Christopher (B. 19) aie 
good examples, while his power of 
expression is perhaps at its highest in 
the Crucifixion (B. 8). He may owe 
something of his style to Lucas 
Cranach the elder (a Bavarian, born 
in Cronach, near Bayreuth, in 1472), 
who, in his early paintings, and the 
one engraving of this period (a 
Penance of St. John Chrysostom), 
shows just those elements of land- 
scape, steep hills, pines, and larches 
wdth their drooping foliage which are the characteristics of the 
Regensburg school. Cranach’s work was far more that of a painter 
and designer for wood-cuts, and mostly done in Wittenberg, where 
he settled as painter to the Saxon court about 1504. Except for 
the St. John Chrysostom , Cranach's eight engraved plates consist 
of portraits: three of Friedrich the l Vise (of 1509 and i5ro, the 
latter with John the Constant , and another undated in which he is 
adoring St. Bartholomew), three of Luther (1520-21), and a copv of 
Durer's Albrecht of B randenburg. 

The most eminent of the Little Masters as virtuosi of delicate 
engraving are unquestionably the brothers Barthel and Hans 
Seeald Beham, and Georg Pencz. They were all Nuremberg 
masters and came closely under Durer's influence, though there is 
no definite proof that any of them w'ere Durer’s pupils, unless Pencz 
1 Cf. Ch. III. pp. 107, 108. 
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be the assistant (Knecht) “ Jorg,” who married the master’s maid in 
1524. In their early days they formed a trio of freethinkers, and 
in this period of reformation, when lukewarmness in religious 
matters was eyed askance, this was enough to cause the banishment 
from their native city, which occurred in 1525. Apparently the 
ban did not last long, although the bad feeling may have caused 
Sebald Beham’s later settlement in Frankfurt. 

Barthel Bkham, though the younger of the brothers by two Barthel 
years (he was born in 1502), seems to have been the more pre- Mum * 
cocious (his dated work begins in 1520), and in the compara- 
tively small number of his prints he certainly exhibits a depth of 
expression quite unknown to his elder brother. His Cleopatra of 
1524 (B. 12) shows a feeling for classical beauty which is almost 
unequalled in German engraving of the period, while prints such as 
the Clothe r and Child with a Death's Head (B. 5), and the Virgin 
and Child at the Window (B. 8) are as full of true sentiment as 
they are masterly in engraving. Barthel is thought to have visited 
Italy, and he also w'orked for some time in Munich for Duke 
AVilhelm IV. of Bavaria, probably not returning to Nuremberg 
after the banishment. 

If Barthel was the more talented artist, Hans Sebald Beham, Hans Sebald 
who was probably of a stronger nature or constitution, and able to KcIiam * 
give more assiduous practice to his craft, attained to a greater 
virtuosity in engraving, and left a far more prolific work On his 
earlier prints he used a monogram composed of the letters HSP, 
while later, from about 1531, i.e. about the time of his settlement in 
Frankfurt, he changed the signature to HSB. Whether he came 
back to Nuremberg for any period before moving to Frankfurt is 
uncertain ; but he managed to get into difficulties again in that 
quarter, this time on a charge of appropriating Diirer’s unpublished 
material for the Proportionsichre. In his earliest plates (eg. the Bust of 
a Girl dated 1518) he is a close imitator of I)urer, who was also the 
immediate inspirer of his etchings, some of which are dated in the years 
1519 and 1520. Towards the end of the twenties his technique 
reached its highest point, and in most of the prints between 1525 and 
1540 the lineal system is significant and strong, that of a Maican- 
tonio on a tiny scale. The larger Prodigal Son of 1538 (Fig. 33) is one 
of the most perfect examples, w*hile the natural bent of his genius is 
seen at its best in the sets of genre produced about the same period, 
eg. the twelve plates to the Peasants ’ Festival of 1537 (Pauli 155- 
166). In the last ten years of his life his virtuosity even increased, his 
technique becoming more delicate as it lost some of its vitality. So 
finely engraved as they were, his plates could not last out many 
printings, and much of the last part of his life was spent in reworking 
his own plates as well as those left by his brother, to which he even 
added his own signature. These reworked plates often belie recogni- 
tion, and form one of the great difficulties in the study of his work. 
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Unfortunately, he did not return often enougli in these later years 
to his real sphere, that of genre, but played to the public taste in 
supplying classical pieces which were often adaptations from Italian 
engravers, if not mere repetitions of his own earlier work. In 
ornament, however, in which he is one of the great masters, some 
of his finest plates belong to this last decade. 

The fifty years of Georg Pencz’s life, 1500-1550 exactly cover 
those of his early boon companions, Barthel and bebald Beham. 
Even if he be not Durer’s assistant, as has been suggested, he at 
least derived his style directly from the master, but nevertheless 
developed a manner which has distinctly individual character both 
in draughtsmanship and technique. Somewhat less finished and 



Fig. 33. — Hans Sebald Beham. The Prodigal Son. 


less careful of surface texture than the Behams, he generally uses a 
multitude of dots in helping out the lighter portion of his shading. 
Nearly all his life was spent in Nuremberg, except for the short 
term of banishment, and possibly for certain visits to Italy. He 
succeeded better than most of his contemporaries in combining 
something of the largeness of classical Italian painters with a st>le 
which is still essentially German. Though he did some excellent Bible 
studies — e.g. the Good Samaritan (B. 68), and the Story of Tobit (B. 
i 3‘ i 9)j both of 1543 — he was most at home with subjects of allegory 
or antiquity, and in view of the circumstances of his life it is hardly 
surprising that he engraved not a single plate of the Virgin and 
Child. Pencz has left a considerable number of portrait paintings, 
but the plate of Friedrich the Wise (of 1543) is apparently his only 
engraved portrait. 
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In the same group as the Behams and Pencz is an anonymous I B. 
engraver who signs his plates with the initials IB, and whose works 
seem to fall almost entirely within the years 1525 and 1530. He 
is an excellent engraver, thoroughly imbued with the spirit of 
Renaissance art, so delightfully shown in his frieze of the Childrens 
Bacchanal of 1529, and in many a plate 
of ornament. In his studies of genre 
and peasant life he stands near to 
H. S. Beham, with whom some have 
attempted to identify him. Quite 
recently, again, it has been suggested 1 
that IB is none other than Georg 
Pencz, whose name in the Nuremberg 
vernacular might have been Jorg Bens. 

It is certainly true that nearly all 
Pencz’s work signed G.P. is later than 
1530, and a visit to Italy might have 
induced him to adopt the Latinised 
form Georgius Pencius for the basis 
of his signature. I think reasons of 
st)le are not sufficient to clinch either 
identification, and prefer to consider 
the problem of his identity as still 
unsolved. 

Outside the Nuremberg circle the 
most interesting member of the group 
of Little Masters is Heinrich Alde- 
grever, a goldsmith and engiaver 
of Soest in Westphalia, whose activity 
corresponds in time nearly to that of 
Pencz (1502-1555). He no doubt 
came into closer contact with the art 
of the Netherlands than his Nurem- 
berg contemporaries, and the manner- 
ism of his figure drawing, with its 
exaggerated length of body and limb, 
may probably be traced to Italian 
mannerists, like Pontormo and Rosso, 
through the medium of Bernaert van 
Orley, or some such Italianised Flem- 
ing. He has a curious affection for small shining folds of drapery 
which are dazzling in brilliance of execution, but damning to the grace 
and significance of his conceptions (e.g. the Annunciation, B. 38). 

He engraved several good portraits, but his real fame rests on his 
prints of ornament. In this department he was the real professional 
of the Little Masters (see Fig, 34). 

1 Fnedlander, Repertorium , xx. 130. 
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Fig. 34. — Heinrich A!degre\er. 
Panel of ornament. 


Is I B to be 
identified 
with Georg 
Pencz ? 


Aldegrever. 
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Two other names almost complete the group of Little Masters, 
Jacob Binck of Cologne (d. about 1569), and Hans Brosamek, 
who was working in Erfurt between about 1537 and 1555. The 
former is an artist of little original power, a large pait of his work 
consisting in copies from the Behams, Marcantonio,and the like. Most 
interest attaches to his portraits, eg. the Christian III. of Denmark, 
in whose service he spent part of his life. H \ns Brosamlr is an 
engraver of even smaller technical power. He is an imitator of 
Barthel and H. S. Beham and their compeers, but the precision of 
the true Little Masters is already gone. 

The work of Virgil Solis of Nuremberg heralds a new epoch in 
German engraving. He started on the basis of the Little Masters, 
but developed a much lighter system of engraving which has far 
more in common with careful etched work of the French ornamentist 
Ducerceau. He worked at a time when the demand for engravings 
and etchings for all manner of illustration w r as enormously increas- 
ing. Several hundreds of plates issued with his signature from his 
workshop, many, without a doubt, the work of assistants. Popular 
allegories, plates of costume and genre, medallion portraits, and 
ornaments of all kind, make up a motley array of prints, possessing 
little artistic value, but of considerable interest to the student of the 
history of culture. Solis was an etcher as well as engraver, but the 
precise character of his etched line is still that of the engraver, and 
seldom exhibits any of the strength of Amman, who represents the 
same artistic tendencies in the medium of etching. 1 

The artistic pedigree of Lucas van Leyden as an engraver is 
shrouded in far greater mystery than that of Durer or Marcantonio. 
The son of a painter Huygen Jacobsz, of whom almost nothing is 
known, a pupil of the painter Cornelis Engelbrechtsz, Lucas 
Huygensz van Leyden meets us in his fourteenth year (if we may 
trust the tradition that puts his birth in 1494), all but fully equipped 
as a mas ter- engraver. We know of no engraver in Leyden before 
him, and of the few engravers of the fifteenth century whose activities 
are placed with probability in the Netherlands our knowledge is of 
the vaguest. But engraving is a cosmopolitan art, and prints of the 
better -known German masters, such as E. S., Schongauer, and 
van Meckenem, must have been familiar enough to the young 
Lucas van Leyden to give a sound basis for his technique, though 
their style is little reflected in his work. Nearer to him in locality, 
and seemingly a greater influence on his style, is the engraver I A of 
Zwolle, whose large clumsy forms are continued, though greatly 
refined, in some of Lucas's earlier plates (eg the Round Passion of 
1509). 

The large engraving of Mahomet and the Monk Sergius bears 
the earliest date on any of his works (1508), and he is already an 
1 Cf. Chap III. p. 109. 
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accomplished master of a sound technical system. More than this. 
Its excellence as a composition wins no small praise from the fact 
that Marcantonio did not disdain to appropriate its background 
two years later for his rendering of Michelangelo’s Bathers . Several 
other prints show a less developed knowledge of form and a looser 
handling of line, and were probably executed even earlier : one might 
instance the Raising of Lazarus and the Samson and Delilah , both 
exhibiting the ill-achieved foreshortening which mars much of his 
work. A small plate of Adam and Eve seated (B. 7) exemplifies the 
minuteness of his early method of modelling, for which he soon 
substituted a somewhat bolder system in which cross-hatching plays 
a secondary part to the use of parallel lines. The development of 
his power in composition may be traced through the Si. George , in 
its human and original aspect with the knight comforting the 
distressed princess, the Conversion of St. Paul (1509), and the 
magnificent Ecce Homo (1510), to the later Crucifixion (1517), 
and the Magdale?ie returning to the Pleasures of the World (1519). 
Certain figures in the Ecce Homo (man, woman, and child in front) 
show that he had already assimilated something of the character 
of Durer's work, but these large subject pieces display a genius 
quite different from the German master. 

The Round Passion of 1509 shows another side of his activity. As 
the name implies they are circular in form, and the general character 
of their composition with the decorative border seems to justify the 
assumption that they were intended as designs for windows. They 
might be compared in this respect with numerous drawings by 
Dirick Vellert for a similar purpose, and with a wood-cut passion 
by Jacob Cornelisz (van Oostzaanen), an artist who was directly 
influenced by Lucas van Leyden. 

In the study of humanity in its most varying moods and in its 
simplest dress, Lucas strikes the key-note of his country's art. It 
is deplorable that he lacked the strength to resist the current of 
classicism and to continue in the vein which makes his early print 
of the Cowherd and Milkmaid (Fig. 35) so striking an anticipation of 
the best Dutch work of the next century, and, as a study of animals, 
almost unequalled. 

The early David playing before Saul (Fig. 36), and the Mabuse- 
like Christ and the Magdalene of 1519, a work of his most 
mature period, well exemplify his peculiar power of expressing 
human emotion, linked with a certain deficiency, which he never 
wholly escaped, in the rendering of human form. 

From about 1520 the stronger style of Durer begins to quash 
the originality of the more yielding nature, and personal contact 
with the master must have greatly served to strengthen the influ- 
ence. In spite of their excellence, such prints as the Meeting of 
foacJiim and Anna (1520), the Passion Series of 1521, the Iuimech 
and Cain and the Musicians of 1524 (cf. the fat forms in Diirer's 
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Dancers of 1514), possess none of the persuasive freshness of the 
earlier work. Even in technique nothing was really to be gained 
after such achievements in brilliance of tone as the Temptation 
of 1518. 

But the next transformation is more disastrous. Dutch art has 
never been able to bear the outward idealism of Italian aims, and 
Lucas van Leyden, like Mabuse and Bernaert van Orley, joined the 
mass of his contemporaries in yielding to the seductions of the 
South. From 1528 not only does he completely change his tech- 
nique to the simpler system of Marcantonio, but entirely declares in 
favour of a less human and sympathetic treatment of scriptural and 



Fig. 35. — Lucas van Leyden. The Milkmaid. 


allegorical subjects (e.g. the series of the seven Virtues). The latest 
of his productions, the large Adam and Eve, and the Lot and his 
Daughters (1530), suffice to show how greatly his individuality 
suffers beneath this classical bombast. 

Like Diirer, Lucas made a few attempts in etching, and at least 
succeeded in producing a more delicate line than the Nuremberg 
master. The Fool and the Girl and the David in Prayer (1520) 
are examples in pure etching, while the Portrait of Maximilian of 
the same year shows a successful medley of the two processes, 
the face being entirely done with the graver, while most of the 
secondary work is etched. 

Lucas van Leyden was not the founder of a school. That even 
he should have veered round from the front that might have made 
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one, is witness to the overwhelming tide in the classical direction 
which for a century successfully hindered the natural development of 
art in the Netherlands. 



Fig. 36. — Lucas van Leyden. David playing before Saul. 


His closest follower was perhaps Dirick Vellert of Antwerp. Dirick Vellert. 
But though an engraver too, his constant use of etching, either alone 
or in combination with the burin work, justifies his place in the 
chapter that follows. 
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More potent leaders of style in the first half of the century were the 
painters Q uentin Matsys, Jan Gossaert (Mabuse), and Bernaert van 
Orley. To Mabuse, with whose manner Lucas van Leyden had much 
in common, have been attributed three engravings (two Madonnas 
signed IMS, one dated 1522, and, with even less certainty, a Mock- 
ing of Christ , in Paris) ; and Bernaert van Orley has sometimes been 
held responsible for a roughly executed etching of 1531, with an 
epitaph on Margaret of Austria. But these attributions are too pre- 
carious, and it is as impirers of engraving rather than as engravers 
that these artists are of interest in our study. 

Closely dependent on the style of Quentin Matsjs, and influ- 
enced in some degree by Lucas van Leyden (note the long forms in 
the Execution of the Baptist ) stands the engraver who uses a Cray* ish 
as his signature. The identification with Frans Crabbe of Mechlin 
is now generally accepted. He varies the lineal system of his pre- 
decessors by a very liberal use of dotted work (e.g. Death of 
Lucretia , B. 23), and also combines with his engraving a delicately 
etched line. Some of his plates, (e.g, the Execution of John the 
Baptist , P. 28) seem entirely composed of bitten work, and the 
influence of Dirick Vellert’s technique is unmistakable. Another 
engraver working at Mechlin at the same period, hitherto know r n 
only by his initials N. H., has recently been identified with Nicolas 
Hogenberg , 1 an artist of Munich origin, whose family was repre- 
sented by several other engravers in the next generation. His 
most interesting work (etched on thirty-eight plates (represents the 
Entry of Charles V. into Bologna , 1529. 

Under similar influences comes a prolific engraver known only 
by the initial S. He has been generally called Master S of Brussels, 
but tradition seems to be the only foundation for this localisation. 
Some critics regard the Lower Rhine as the more probable centre of 
his activity. Certain of his plates, executed in the manner of nielli, 
suggest that we have here to do with a goldsmith, and it may be 
with a circle of craftsmen in his employ. 

Allart Claesz (of Utrecht ?) 2 stands as an artist on a somewhat 
higher plane, and is the chief representative in the Low Countries 
of the tendency of the German Little Masters. He borrows much 
from the latter, combining with their manner a much coarser adapta- 
tion of the Italian style than is seen in the Behams and Pencz. 

The influence of the Little Masters is seen also in Corxelis 
Mai svs (a son of Quentin Matsys). He betrays a lighter touch 
than his German models, partly by dint of combining his engraving 
with the etched line, and his style seems inspired less by the Roman 
school than by Parmigiano. 

As an engraver of the transition we may just mention in this 
place Lambert Slavics (who worked in Liege about 1540-59), 
although he belongs more strictly to the group of Italianised 

1 See Bibliography, FriedLmder 2 VTRICH appears on his Woman 

with a Dragon , and VTRICHT on the Xatmty in Oxford. 
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Flemings of whom we shall speak in Chapter IV. Suavius still, 
however, preserves more than most of that group something of the 
indigenous element of Lucas van Leyden’s style, although, like his 
father-in-law, Lambert Lombard, he was already imbued with the 
Italian spirit. In his design and engraving he shows more par- 
ticularly the influence of Jacopo de’ Barbari, but he could hardly 
have met the Venetian, who ended his days in Flanders before 
1516. Suavius has just the same tendency as the latter to long 
and narrow folds continued in parallel curves from top to bottom of 
his draperies. He is a graceful artist, with considerable power in 
dealing with light and shade (e.g. in the Entombment), and is given 
to few of the exaggerated mannerisms of his contemporaries. 

Compared with Albrecht Diirer, Marcantonio is unquestionably a 
genius of a limited scope, if not of a secondary order, but he has none 
the less exercised an unparalleled influence, and inspired the largest 
following of any engraver who has ever lived. Durer stands as a master 
who infused the noblest feeling into forms which, in the hands of empty 
imitators, are in danger of becoming merely expressive of ill-favour. 
On the other hand, the art of Marcantonio, though lacking the inner 
power possessed by Diirer, spoke through a medium which retains 
a certain formal beauty even in feebler hands, and so attracted a host 
of imitators from one end of Europe to the other. 

Marcantonio Raimondi was born in Bologna about the year 
1480, and served his apprenticeship under the famous painter 
and goldsmith of his native town, Francesco Francia, whom we 
have already mentioned for his work in niello. 1 He may at first 
have followed his master's activity, and produced some plates in this 
method, but there is no certain evidence of the fact. The only 
prints which show any likeness to the method at all, in respect of 
the dark shading in the background, The Three Maries (I).- 54-56) 
and the St. Catherine , St. Lucy and St. Barbara (D. 57-59), even if 
by his hand, are quite in his later manner ; while the Neptune in his 
Car (P. 282), a copy from the niello-like engraving of u Peregrino 
da Cesena ” (Duchesne 214, reproduced, Fig. 14), or from an even 
better niello print of the same school (reproduced, Gutekunst sale 
Catalogue, 1899, No. 864), is attributed with even less certainty than 
the former. The earliest date occurring on any of Marcantonio’s 
prints, is that of 1505 on the Byramus and Thisbe. There are several, 
however, which must precede this, and one group in particular, where 
somewhat tentative and elementary drawing is combined with 
a simple manner of shading, parallel lines in the background 
being generally formed into an arch of shadow behind the figures. 
These characteristics are exemplified in the Youth extracting a 
Thorn from his Foot (B. 465), 3 and in the Woman and Man with an 

1 See pp. 42, 68. - = Delaborde See Index and Individual Bibliography. 

'' Perhaps copied from a Bolognese niello (Duchesne 316) which, in its turn, is 
an adaptation of the celebrated bronze in the Capitol Museum at Rome. 


Italy. 

Marcantonio. 
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Axe Head (B. 380). The latter, especially, shows the inexperienced 
hand in the pentimento along the outlines of the man’s left leg. 

Still about the same time, but more ambitious in composition, 
and nearer to the Pxramus and Thisbe in the close and more 
goldsmith- like shading, should be placed the Judgment of Paris 
(B. 339), the Allegory with Bologna and its leaning towers in the 
background (B. 399), and the Orpheus (B. 314), wheie the same 
delicate manner is carried to even gi eater finesse. How far 
Marcantonio’s engraving is definitely due to Francia’s teaching it is 
impossible to say. Some four engravings have been attributed to 
the master (i.e. a Baptism of Christ, a Virgin enthroned and two 
saints, a St. Catherine and St. Lucy , and a Judgment of Paris, see 
P. V. p. 201), but they differ hardly at all from the work of the 
young Marcantonio, and lacking stronger evidence are more safely 
assigned to the latter. We may mention in passing that the last 
letter of Marcantonio’s usual signature M A F seems to have 
reference to the name de* Fraud, which Vasari tells us he acquired, 
like so many other Italian artists, from his master. 

In a somewhat later stage of his development, but still during 
his Bologna period, Marcantonio makes a far more liberal use of 
dots, and lays greater, perhaps exaggerated, emphasis on the darker 
parts of shading, showing in the latter respect a peculiar mannerism 
in edging his masses of trees with bands of dark foliage. T he 
Three Cupids Playing (of 1506), an Allegory with two female figures 
(B. 377), and a f Ionian watering a Plant (B. 383), are typical 
examples of this phase. As early as 1504 the praises of the young 
engraver were sung by the Bolognese theologian, jurisconsult, 
litterateur, and musician, Giovanni Philotheo Achillini, in his 
Viridario (though the book remained unpublished until 1513), 
and one of the most attractive of Marcantonio’s early plates, the 
Guitar Player (B. 469, Fig. 37), is almost certainly a portrait of the 
artist’s panegyrist. 

In the trees and landscape of his compositions he soon began to 
borrow largely from Diirer, whose work was at this time beginning to 
be widely known and copied in Italy. Of these copyists Marcantonio 
was the most prolific and not the most scrupulous in his appropria- 
tions Besides many of Diirer’s line engravings, he copied the large 
wood-cut series the Life of Mary on copper, in a manner closely 
imitating the original, and signed them with the Northern master’s 
signature. This was in 1506, and Durer, who visited Italy in that 
year, had this immediate incentive for his bitter complaints to the 
Venetian Senate of his young rival’s action. Happily this sufficed 
to induce Marcantonio, whose previous offence had no doubt been 
less his own than that of unscrupulous dealers, to add his own 
signature to the copies which he subsequently made of Durer’s 
smaller Wood -cut Passion. 

It is almost impossible to overestimate the influence of the 



MARCANTONIO AND DURER * 93 

Nuremberg master on Marcantonio’s development. The latter, 
however, was always original in his assimilation of another’s 
methods, and though learning much from Diirer in respect of a 



Fig. 37. — Marcantonio Raimondi. Portrait of Philotheo Achillmi. 

regular method of cross-hatching, he ended by simplifying the same 
to a system which possesses a strength and character of its own, by 
no means inferior to the technical style of his Northern rival. 

For an uncertain period between 1505 and 1509 Marcantonio 
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for grace of design and delicacy of workmanship. Marcantonio’s 
cutting is now perfectly clean, and the tendency to exaggerated 
depth of tone in the darker portions has quite disappeared. We 
may probably be right also in placing in this period the two 
attractive portrait studies (B. 445 and 496) which, with the perpen- 
dicular shading and in the method of treating the figure, may have 
suggested to Parmigiano the etching of .SV. Thais (B. 12, Fig. 44). 
The second of the two studies is of great interest if tradition is right 
in calling it a portrait of Raphael. 

The same subtlety of shading which has been remarked in the 
earliest works of the Roman peiiod, added to an even greater power, 
is seen in large plates like the Judgment of Paris (B. 245), Apollo 
and the Muses, and the Massacre of the Innocents. Of the last- 
named there are two versions (B. 18 and 20), one of which (18) is 
often distinguished by the small fir tree in the right corner, which 
does not appear in B. 20. There is little difference in artistic value 
between the two versions, and it is possible that Marcantonio him- 
self repeated the composition. There are several similar repetitions 
of other compositions, eg. Christ lamented by his Mother (B. 34 and 
35). If, as is generally held, Marco da Ravenna (or some other 
pupil) is responsible in such cases for one of the plates, it is great 
testimony to the efficacy of the immediate direction of a master like 
Marcantonio. 

Finally Marcantonio turns to a far bolder and more open manner 
of engraving, perhaps gaming in strength, by the simplification of 
his system of shading, but sometimes sacrificing far more vinue than 
he gained in his attempt at a summary method. Good examples 
of this later st\le are the three prints of the story of Cupid amt 
Pyche (B. 342-44), after the Farnesina frescoes, and an allegorical 
figure of Strength (B. 375). A certain number of the prints after 
Raphael were no doubt executed after the painter’s death in 1520 ; 
and prints in the later manner, after Raphael and other masters 
(such as the large Martyrdom of St. Laurence alter Bandinelli), show 
a deterioration, w htch may be partly due to the lack of the personal 
direction which had meant so much to the engraver. The most 
attractive part of the work of the later years are the numerous small 
prints (perhaps inspired by the work of the German Little Masters) 
which, in certain cases at least, were used for book illustrations (eg. the 
Amadeus . B. 355, for a dialogue of Amadeo Berruti on Friendship, 
1517). This and the suppressed illustrations after Giulio Romano to 
Aretino’s Sonetti, which caused Marcantonios temporary banishment 
fiom Rome, are examples of a practice we have noticed in reference 
to the Monte Sanch of 1 4 7 7, 1 which was not revived with any suc- 
cess till the end of the sixteenth century. The engraver's connexion 
with Arelino, the notorious blackmailer and satirist, is more 
worthily represented m the portrait which, if after a picture by 

1 .Vo p 47 cf also pp 30, 33, 65 70 119 
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Titian, 1 can hardly date before the sack of Rome, as Aretinos ariival 
in Venice and his first relation with Titian did not occur till about 
1527. The engraving, which is of great richness of tone, but some- 
what stolid portraiture, does not convincingly point to Titian, and 
Vasari may be right in calling it a study from the life made by 
Marcantonio while Aretino was in Rome, z.e. sometime between 
1517 and 1524. At the sack of Rome in 1527, Marcantonio is 
said to have returned to Bologna, and in 1534 he is spoken of as 
dead. Apart from this nothing is known, and the last phase of his 
life is still wrapped in obscurity. 

Raphael was the first of the great painters to realise the market Repiod active 
value of popularity by pressing an engraver of first rank entirely into engraving, 
his service. His factotum, Baviera, who seems among other things 
to have mixed the master's paints, turned to printing, and was 
among the earliest of the profession of printseller, which was to 
become so lucrative a calling during the course of the century, tor 
the dignity of engraving, it is easy to regret the submission of the 
art to the mere reproduction of the ideas of others. The introduc- 
tion of photography and the photo-mechanical processes has com- 
pletely changed the state of the case, and presuit conditions have 
practically ousted the engraver from the possibility of profiting by 
reproduction. We may rejoice at the change, but it is not for us 
to lament that, before this change came about, one of the greatest 
of all engravers was ready to lend his powers to the expression of 
another s genius. We should rejoice that it was he, and no other, 
who laid the foundations of tradition in a branch of work for which 
there was bound to be an increasing demand. 

From the mass of anonymous engravers who must have worked 
in the school, or directly under Marcantonio s influent e, three are 
known by name and a few more by their monograms alone. Of the 
former, Jacopo Francia, the son of the great painter and goldsmith Jacopo 
Francesco Francia, was probablv a fellow-pupil of Marcantonio under Jranua. 
his father, but his work nearly all betravs the influence of his more 
powerful contemporary. The Death of Lueretia (B. 4) shows him 
an artist of grat eful talent, but with a characteristic tendency to a 
fulness of form and feature which lacks the grip of Marcantonio. 

The assumption that he worked at some time in Rome is probable 
but quite uncertain, gaining no real support from the fact that some 
of the later prints which bear his monogram are direct copies from 
Marcantonio, e\g. the Christ in the House of Simon of 1530 H\ 8, 
after B. xiv. 23). 

More certainly in the immediate entourage of Marcantonio, Marco rvnte 
probably an assistant if not a pupil, 1.? Marco Dkmr da Rwknnv, k.nennn. 
who generally uses a monogram composed of R and S, and on one 
of his prints (the large Laocoon) has signed in full M(a)reus 

1 As i' .^serter! f>y Ho!!, r in the liitle etching which may l*c* nothing ni >r than a 
cop\ of Marcantonio 
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Ravenas. Beyond his name and his work, and the probability that 
his life met a tragic and premature conclusion in the sack of 
Rome in 1527, nothing is known about the engravers history. In 
a certain richness of texture and tone he comes nearest of all the 
school to the master's technique in engraving, though as a draughts- 
man his powers aie by no means gieat. His shading, with large 
flat surfaces of tone, is simple and not unpleasing, but not sufficient 
to really express the modelling or structure of the human form. 
One of the best examples of his manner of figure engraving is the 
Foxing Match of Ente/lus and Dares (B. 195). His prints after 
sculpture are good, e.g. the equestrian statue of Marcus Aurelius , 
and in certain cases ( e.g ; the Laocoon) of great interest as showing 
the sculpture before later restoiations. 

A somewhat later master who used a very similar monogram 
9 x (e.g. in his Assembly of Savants, B. 479) should not be confused 
with Marco da Ravenna. His work is characterised by a much 
harder system of line than the latter’s. 

The most prolific of the engravers in the school of Marcantonio, 
and like Marco da Ravenna, almost certainly one of the master's 
assistants, is Agostino de j Musi (Yeneziano, as he was called 
from his birthplace). His practice of not only signing his prints 
(either with his name in full, or with the initials AV), but also 
adding the date, gives us ample material for tracing the develop- 
ment of his work. In his earliest plates we find him copying his 
compatriots Jacopo de’ Barbari and Giulio Campagnola, while the 
earliest date on any of his work^> (1514) occurs on a plate of the 
Last Supper , copied from Diirer’s larger Wood-cut Passion. He seems 
most of all to have been influenced by Giulio Campagnola, and not 
only copied, but imitated his work. His Man with a Flute (B. 454) 
is a mere travesty of the former’s Shepherd, while his St. Margaret 
(B. 1 19), the Xude woman reclining asleep (B. 412), and the 
Diogenes (B. 197) are quite in the same master’s manner. 

In 1 5 1 7 he is probably settled in Rome, for the Christ carrying 
the Cross (B. 28), after Raphael, belongs to this >ear, while a print 
after Andrea del Sarto, dated 1516 (a Pieta), no doubt points to a 
visit to Florence on his journey South. 

Like Marco da Ravenna he repeated a considerable number of 
the compositions which Marcantonio himself engraved, generally 
making his copy in reverse. He seldom attains the former engraver’s 
richness of tone, but his draughtsmanship possesses greater clearness 
and definition in line. In his later prints, many of which are 
designed by Giulio Romano, he shows an affection for rendering 
artificial light, e.g. the Xativity of 1531 (B. 17), and the Infant 
Hercules strangling a Snake of 1532 (B. 315). Another similar 
effort, representing the sculptor Bandinelli with his Pupils in his 
Studio, working by Candle-light , of 1531 (B. 418), has a special 
interest on account of its subject. Towards the end of his career 
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Agostino engraved a few portraits, that of Hieronymus Alexander , 

Archbishop of Brindisi (1536), being the best in a sphere in which 
his achievement is of small merit. 

Among the immediate followers of Marcantonio must be The Master 
mentioned the engraver who signed his plate with the initials B. V., "* th tl ] e Die 
or more generally with a die marked with the letter B alone. Venm?) 
Identifications have been suggested with a certain Benedetto 
Verini, spoken of in tradition as a natural son of the master, and 
with Tommaso Vincidore, of Bologna, an assistant of Raphael, 
commonly called II Bologna, 1 but neither case seems proven. His 
plates (certain of which bear the dates 1532 and 1533 ) show little 
originality of manner, but a close assimilation of Marcantonio’s style. 

One other school of engraving, that of Mantua, deseives The Mantuan 
mention here, as preserving strong individuality, at a time when school, 
nearly all the engravers in Italy w^ere dominated by Marcantonio. 

At the head of the school stands Giovanni B\ttista Sculptor g. b. Sculptor, 
(born 1503), but its great master was Giorgio Ghim, while a son Adamo and 
and a daughter of the former, Adamo and Diana Sculptor, were sculptor 
close imitators of both. 

Like Marcantonio they were to a large extent reproductive Giorgio Ghisi. 
engravers, but were less happy than the Roman master, in having 
for their model the large emptiness of Giuho Romano, who spent 
the last years of his life decorating the Palazzo del Te in Mantua. 

The peculiar characteristic of their style of engraving is most 
noticeable in the rich blackness of their shadows, which is partly 
obtained by a liberal use of dots between the lines, and in certain 
instances by an admixture of thick etched lines with giaver work. 

These characteristics are already present in Giovanni Battista 
Sculptor’s Virgin and Child on the Crescent (B. 4), but they are 
seen at their best in the works of Giorgio Ghisi, such as the large 
Nativity of 1553-54 after Bronzino. In this emphasis on dark 
shading, which is well exemplified in the allegorical figure of 
Victory (?) (B. 34, Fig. 39), Ghisi stands nearer to Marcantonio 
in Ins Bolognese manner. The strongly emphasised depth of tone 
is still present in his most monumental achievement, the prints after 
Michelangelo’s SLxtine Ceiling and Las? Judgment (the latter alone 
being engraved on eleven separate plates), but a greater breadth of line 
seems in this case to show the influence of Marcantonio’s later work. 

In the history of the development of engraving Ghisi is of special 
interest, as forming a link between the South and North in the visit 
he paid Antwerp in 1550 , where several of his plates (e.g. the Last 
Supper after Lambert Lombard, and, in its second state of 1554 , 
the Nativity , mentioned above; w ? ere published by Hieronymus Cock. 

As we shall see in a later chapter, the printsellers from the Nether- 
lands were soon to do as much to turn Italian engraving into a 

1 Worked in Rome and the Netherlands from before 1520 until about 3537. 

See Bibliography, A Fiscliel. 
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mere commerce as the Italians from their side debased the natural 
growth of art in the North. 



Fig. 39. — Giorgio Ghisi. Fortune. 


The French 
School. 


The French school, which was almost barren in the fifteenth 
century, produced no great engraver in the succeeding epoch. 
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Scarcely anything was done until after the second decade of the 
century, and, not possessing a tradition of their own, the French 
engravers yielded to the Italian influence even more completely 
than their Northern neighbours. 

Among the earliest who practised the art in France, Jean Jean Duvet 
Duvet, born at Langres in 1480, evidently formed his style on 
Italian models, though he is not known to have studied in 
Italy. Rough copies of Mantegna’s horizontal Entombment and 
Marcantonio’s Virgin in the Clouds are evidences of the direction 
of his early application. Michelangelo was another of his 

models, but unhappily for the beauty of his art, he seems, like 
most of his fellow-countrymen at the time, to have leaned rather 
to the exaggerated bigness of Michelangelesque forms, as seen in 
Pontormo and Rosso. He never mastered the elements of draw- 
ing, and never got beyond a heavy and overcharged manner of 
engraving, in which an irregular shading is outlined with thick 
strokes often carelessly doubled and doubled again to add to their 
breadth. Nevertheless, as an interpreter, he is not without a certain 
charm analogous to that of William Blake. He often shows a real 
power of graceful composition, though he too often mars it with 
faulty drawing, or overcrowds his space with figures. His greatest 
work, showing his tendency to mysticism, is the set of illustrations to 
the Apocalypse , from which we reproduce the lower part of the 
Angel showing John the River of the Water of Life (Fig. 40). Here 
and there he did a plate in a cleaner and more precise technique, 
e.g. the Body of Christ borne by Soldiers (dated 1528), but most of 
his work is in the same heavy manner as the Apocalypse . An 

allegorical plate representing the Glory of Henri II. shows him at his 
strongest. His devotion to allegory may be noted again in the series 
of plates which are said to refer to the amour of Henry II. and Diana 
of Poitiers, where the recurrence of the unicorn suggested the name 
given him by some early iconographers, the “ Maitre a la Licorne.” 

The only other early French engraver who did much work on a Nicolas 
large scale in imitation of models like Michelangelo, was Nicolas Beatrizet 
Beatrizet of Luneville ; and he almost belongs to the Italian 
school, working as he did so much of his life in Rome, and assimi- 
lating the Italian manner. Apart from the historical interest of a 
few dull portraits and the value of some engravings of antiquities 
to the archaeologist, his work possesses little importance. 

Most of the French engravers of the period followed the Italians, 
but qualified this influence with a distant imitation of the ideals of 
the Little Masters of Germany. 

The engraver who directly copied most from the Germans is Noel Gamier. 
Noel Garnier, but his work (dating between about 1520 and 1540) 
is of little worth. 

In Jean Gourmont we meet the best representative of the Jean 
spirit of the Little Masters transplanted to France, and treated Gourmont 
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Claude 
Corneille (?) 


with considerable originality. He appears as a printer in Paris as 
early as 1506, but his engravings seem to belong to some two 
decades later, when he was working in Lyons. In making adapta- 
tions from Italian models (e.g. from the niello-print of Three ITomen 
Dancing , Duch. 287, and from some prints of the Laocoon) he knows 
well how to set his subject amid the simple renaissance architecture, 
with little or no decoration, which characterises his school. His 
little Xativity (B. 2), a small roundel like so many of these early 
French prints, though possessing none of the finesse of the best of 



FlO 40 — Jean Duvet. Part of a Plate from the Apocalypse series. 


the German Little Masters, is a good example of the sound and 
simple method of shading he adopted. He also engraved a few r 
portraits somewhat in the manner of Martino Rota. 

Another Lyons artist working on similar lines to Gourmont is 
the engraver who uses the monogram CC, which almost certainly 
indicates some member of the Corneille family, if not a “Claude.” 
His w'ork has none of the sound technical qualities of the former, 
and his draughtsmanship is distinctly inferior. A series of Portraits 
of the Kings of France, published in 1546 by Balthasar Arnoullet 
(Epitomes des Roys de France ), has at least an historical interest. 



FRENCH ENGRAVERS OF ORNAMENT 


103 


To the same school of Lyons belongs also Georges Reverdy. Georges 
“ Ce. Reverdinus,” as he Latinised his name, to the confusion of all Rever <*y- 
but quite recent iconographers. His early work about 153 1 was 
probably done in Italy, and chiefly shows the influence of the 
Mantuan school of the Sculptors and Ghisi, from whom he made 
some copies. Prints like the two Adorations (of the Kings and 
Shepherds), both roundels, have all the characteristics of the Lyons 
group of engravers, and almost certainly belong to his later period, 
i.e . after his return to France. 

By far the greatest achievement of the early French school of Ornament. 
engraving was in ornament and architectural prints. Etienne Etienne 
Delaune, who worked in Strassburg and Augsburg as well as Paris, Del ^ n e. 
is without qualification one of the finest of all ornament engravers. 

The character of his designs largely issued from the style which 



CVM. PRIVILE.GIO . RjEGlS STLFHANVS . F 

Fig 41 — Etienne Delaune. Arabesque. 


originated in Raphaels decoration of the Vatican Loggie, which 
with its slender foliage and grotesques stands in such contrast to 
the bolder scroll ornament, still half Gothic in form, which survived 
in Germany well into the latter part of the same century. The 
sinuous lines, the wasp-like forms, show to better advantage in 
Delaune’s extraordinarily fine engraving than as they were painted 
by Giovanni da LMine in the Vatican. 

The other great ornament designer of the early French school, J. Androuet 
Jacques Androuet Ducerceau, may just be mentioned here, Ducerceau * 
but as he worked almost entirely in etching, he will find his place 
in the following chapter. 

Another engraver of ornament, inferior in power to either of the Pierre 
preceding, is Pierre Woeiriot. His chief interest for us, how- " oeiriot * 
ever, lies in the multitude of small portraits uhich he produced 
somewhat in the manner of the Wierixes, though, like Jean Rabel, 
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possessing none of their microscopic finish. A series of consider- 
able historical importance is that of the Knigs of France, pub- 
lished at Cologne in both Latin and French in 1591 (Clement 
de Treille’s Austrasiae Rcges et Duces ; the French version by 
F. Guibaudet), 



CHAPTER III 


THE BEGINNINGS OF ETCHING AND ITS PROGRESS DURING 
THE SIXTEENTH CENTURY 

The genius of etching is the very antithesis of the formality of line* 
engraving , 1 The needle is drawn through the ground against the 
slightest resistance, and the artist who uses this process can in con* 
sequence command a spontaneity of expression almost equal to that 
in drawing with the pen or pencil. It is this very lack of convention 
which gives the method so much closer an affinity with the spirit of 
modern art, which in a sense begins with Rembrandt, than with the 
classical tendencies and more rigid systems of the fifteenth and 
sixteenth centuries. Until the seventeenth century etchings of any 
importance are only occasional performances, and even in these the 
specific quality of the etched line is scarcely ever realised. 

The process of etching, in its widest signification, was practised 
by the goldsmith, metal -chaser, and more particularly by the 
armourer and gunmaker, long before it was used for the production 
of prints. It is perhaps impossible to date any weapons with etched 
decoration before the last three decades of the fifteenth century, but 
instructions for etching on iron are found in a MS. of the earlier 
part of the century , 2 and there is every reason to suspect that the 

1 With regard to the essential urtue of etching, it is curious to note the develop- 
ment of opinion in the editions of Bosse’s Traictt des man teres de graver In his own 
preface of 1645 liosse assumes that the etcher’s aim should lie the imitation of the 
precision of burin work. C. X Cochin II in the preface to Ins teusion of Bosse 
1 1745 and later l rightly contests this point of wew, aiguing foi the witue of a greater 
freedom of style, and emphasising the important fact that the hard etehing-giuund, 
still in general use m Bosse's time, would naturally militate against the flexibility 
proper to the etchers ait In fact the “etchers” of the sixteenth and early 
seventeenth centuries were often more truly “engra\ers," using the acid as an aid 
to reinfoice the lines already cut or scratched on the plate, with th v&hopfe, graver, 
or point, through the haul etching-ground Dietrich Meyer is said to hu\e been 
the first to ha\e used the soft etching-ground, better described as the “ wax-ground ” 
(and not to be confused with soft-giound etching), and to have been followed hv his 
pupil, Matthaus Merian I. Callot is an example of an etcher of the transition period 
who still generally used the hard-ground (though he had tecipes for soft-ground); 
Rembrandt, on the other hand, the true exponent of the wax-ground, and its 
adaptability to perfect freedom of draughtsmanship 

a By Jehan le Begue, MS. (written about 1431) Bibl. Nat., Pans (see Mrs. 
Merrifield, Original Treatises on the Arts of Painting, London, 1849, \ ol. 1 p. 76). 
For the whole subject consult in particular E Harzen, Archiv v. 119, and S. R. 
Koehler, Zeitschrift , 2nd ser. ix. 30. 

l °S 
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method was known well before the fifteenth century, if not in 
antiquity. 

The practice of taking impressions on paper from etched plates 
may possibly go back to the last few years of the fifteenth century, 
but no date can be assigned to any etching earlier than 1513, the 



year given on Urs Graf's Girl bat hi fig her Feet , of which the only 
impression known is in Basle. Then there are some five etchings 
by Durkr, which we mentioned in the last chapter, dating between 
1515 and 15 iS. The Gethsemane and the Cannon (Fig. 42) are 
most powerful works, but I hirer was probably ill content with the 
coarseness of line attainable on iron, which remained for a consider- 
able time the common material for etching in Germany. The use 
of iron may have been determined rather by the conventions of an 
art which was chiefly applied in the armourer’s workshop, than from 
any lack of knowledge of a suitable mordant for copper. The 
etched plates of Durer's follower, Hans Sef.ald Beham, amount 
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to less than twenty in all, and, as in the case of Durer, are the occa- 
sional work of an artist chiefly devoted to line-engraving. 1 

Albrecht Altdorfer, whose memorial etching of the Regens- Altdorfer and 
burg Synagogue destroyed by fire in 1519 gives some indication 
of the date of his work in this medium, was a more successful 
and prolific etcher than Beham, and is .of considerable importance 
as one of the earliest interpreters of landscape for its own sake. 

His style in landscape etching is simply the transference to metal of 
the manner of his pen drawing. The study of the forms of trees 
and of other things in nature is still in its infancy, but the quaint 
conventions and the characteristic German curves in the landscapes 
of this school possess a distinct charm of their own. 

One of the landscape etchings of Albrecht Altdorfer’s immediate Erhard 
entourage is signed E.A. (British Museum), and is almost certainly Altdorfer? 
the work of a brother, Erhard Altdorfer. An engraving which 
bears the same initials is dated 1506 (/>. the same year in which 



Fig 43. — Augustin Hirschvogel Laiubcape 


Albrecht’s first plates in line were produced), so that it is possible 
they started their artistic life in close contact. Later, however, 

Erhard seems to have settled in Mecklenburg, wheie he is known 
to have been living as late as 1570. He does not appear to have 
left many plates ; his chief w’ork is in wood-cut. 

Altdorfer’s closest followers in landscape are Aucubiix Hirsch- Hnschvogel. 
vogel and Hans Sebald Laittensack. Hirschvogel, born 
in Nuremberg about 1503, and living long in Vienna, was a versa- 
tile genius, adding to glass-painting (the profession' of his father) 
the crafts of etching, enamel - painting, and even engineering. 

His manner of etching landscape was even simpler than that of 
Altdorfer : he seldom attempts more than a bare outline sketch, 
perfectly suggestive as an etching should be. Lautl-nsack, some Lautensack. 

1 The gi eater part are dated in 1519 and 1520, i. e. almost immediately after 
Durer’s attempts (e g St. Jerome writing, Pauli 63, Virgin reith the Apple , P. 20, 

The Standard -bearer, P. 205). The dite 1540 occurs on another ( Woman and Tool , 

P. 149k and about six are undated. 
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twenty years Hirschvogers junior, also seems to have migrated from 
Nuremberg and settled in Vienna a few years before his death in 
1563. His landscape etchings are the most important part of his 
work. In design they are quite similar to Hirschvogel and 
Altdorfer, but the usual charm of this school of landscape is in 
Lautensack somewhat marred by the overcrowding of detail, and 
in the attempt at working more in a painter’s manner the value of 
line is lost. In his portraits he frequently combines etching and 
engraving (e.g. that of his father, the painter, Paul Lautensack). 
Like Lucas van Leyden, he models the face with the graver, adding 
dress and accessories in etching. 

Another interesting group of etchers at this period is that of the 
Hopfers of Augsburg. Daniel Hopfer, who was already working in 
Augsburg in 1493, was certainly one of the first, if not the earliest, of 
the German artists to practise etching in our sense of the word. He 
used it, like many another before him, for ornamenting armour and 
guns, and the majority of his rough etchings were intended as little 
more than patterns for the goldsmith or sculptor. Of native artistic 
instinct there seems little in the family. A few of his plates, e.g. 
Christ and the Adulteress (B. 7), may he his own invention, but most 
of his subject prints (such as the Christ before Pilate , with its depend- 
ence on Mantegna’s fresco of St. James in the Eremitani) seem 
suggested by the designs of others. He shows a strong predilection 
for the heavily ornamented renaissance forms which were beginning 
to exert so much influence on the Northern art of this period. 

External evidence seems to place at least one of Hopfers plates 
well before the first essay of Urs Graf, i e. the portrait which has 
been identified with Konrad von der Rosen , the jester-adviser of 
Maximilian I. (B. 87). 1 There is another version of the same 
portrait engraved in North Italy (probably Venice) during the early 
years of the sixteenth century, which from the inscription undoubt- 
edly served as a por trait of Gonsalvo of Cordova , the general of the 
forces of Ferdinand V. of Castile in Italy (P. V. 191, 109). 2 Now 
Gonsalvo was serving in Italy between 1494 and 1504, and it is far 
more probable that the print was issued about 1503-4, when his fame 
was at its height, than after his fall from favour in 1504, or even as a 
memorial print on his death in 1515. Although the common practice 
of the Hopfers would incline one to suspect them of using an Italian 
original rather than of supplying the Italian with a model, in this 
case the lack of anything more than a typical resemblance to 

Iu Fugger s MS History of Austria {vol 11 fol. 31 1 ; Holb , Vienna) there is 
a water-colour portrait of Rosen which is almost certainly copied from Hopfer's 
print. Fugger was genera' ly trustworthy, so that this is great support to the identifi- 
cation Rosen also appear^ in the large wood-cut Triumph of Maximilian as well 
as in drawings by the elder Holbein in Berlin. 

- A third \erMon ( I’. V. 191, 109, copy A) does not touch the question at i^ue, as 
it ib a mere reversed copy of the P V. 191, 109. The inscription in this copy, 
el gran Lapitanio . . . re fra to dal vivo, makes too bold a claim to originality 
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Gonsalvo (enough for the hero-worshipping public) is so striking, the 
whole costume of fhe sitter so essentially Northern, and the identity 
with Rosen so plausible, that the reverse seems to be the true 
position. If this portrait, which is one of Daniel Hopfer' s best 
prints, be accepted then as probably before 1503-4 it may be 
assumed that not a few of his other prints date at this period of 
his activity, an inference of considerable importance in the history 
of etching. 

His brothers Hieronymus and Lambert Hopfer, 1 who worked Hieronymus 
in the same style, have even less originality than Daniel. Hiero- and Lambert 
nvmus was a mo^t prolific copyist, not only from Durer and the Hopfer * 
German school, but from Mantegna, Jacopo de* Barbari, Nicoletto 
da Modena, and many of the early Italian engravers. Lambert 
Hopfer, and the anonymous etcher who signs with the initials CB CB /with the 
accompanied by the device of the little tree, which is used by the Tree) - 
three other members of this group, are of even smaller importance. 

The influence of the great Augsburg painter, Hans Burgkmair, is Hans Burgk- 
manifest throughout the work of this school, and he is himself prob- mair T * and 11 
ably responsible for one etching, the Mercury and Venus (B. vii. 

199, 1), of which the British Museum possesses the original iron 
plate. His son, of the same name, seems to have been joint author 
with Heinrich Vogtherr, the younger, of a series of full-length Heinrich 
figures with escutcheons for the arms of Augsburg citizens, which v °gtherr 11. 
was first published in 1545. 

All the etching of the Hopfer family, if not also most of that 
of Hirschvogel and Lautensack, seems to have been on iron. This 
metal is bitten more irregularly than copper, with the result that 
certain parts hold the ink much better than others, causing the 
somewhat patchy contrasts of dark and light, which characterise 
and sometimes disfigure the work of the school. 

The only etcher of real note who worked in Germany in the jost Amman 
second half of the sixteenth century was a Swiss settler in Nuremberg, 

Jost Amman, and he too, like the engraver Virgil Solis, sacrificed 
much of his talent to merely commercial uses. A large proportion 
of his production consists of ornament and heraldic prints, title-pages, 
and miscellaneous book illustration. But, happily, he found more 
opportunity than Solis for doing artistic work less subject to these 
secondary aims. His portraits in particular, e.g. of Nuremberg 
worthies such as Heudorffer , Hans Sachs, and the goldsmith Wenzel 
Jamnitzer (of whom one etching is known, an Arch of Triumph 
in Berlin), show him as something more than an ordinary craftsman. 

So, too, do many less pretentious pieces of genre and simple studies 
like the series of animals (A. 194-21 1). 

The German etchers of the latter part of the sixteenth century 
may be dismissed in a few words. Their work for the most part 

1 It maj be mentioned that there are three of the original iron plates of Lambett 
Hopfer m the British Museum (B. vui. 531, 28-30). 
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served some practical purpose, and possessed little artistic value. 
Thus Matthias Zundt is chiefly of note for hib etchings of orna- 
ment intended to serve as patterns to the goldsmiths. A series 
of vases, dated 1551, are probably by his hand. The author of 
these designs was long known as the Masier of the Kratero- 
graphie, but there seems every reason to discard the awkward 
anonymity in favour of the identification with Zundt. Besides a few 
portraits Zundt also etched some views of towns. Witness to the 
growing popularity of illustrated books of topography and travel 
are the large Cologne publications of Georg Braun ( Civ it at es Orbis 
Terrarum, 1572, etc.), which were illustrated by Franz Hogen- 
berg, and the Collectiones Peregrinationum, started by the de Brys 
in 1590, and only brought to completion by Matthaus Merian, 
the elder, in 1634. As the better part of this work is not etched, but 
engraved, it is noticed in more detail in the succeeding chapter. 1 

A large heraldic publication by Hans Sibmacher (Nuremberg, 
1605, 1612) and a book of ornament for architect, cabinet-maker, 
and sculptor by Wendelin Diliterlin, of Strassburg (1593-99), 
are among the more prominent examples of the practical uses of 
etching at this period. 

The first attempts at etching in Italy stand in sharp contrast to 
the rough etching on iron of the early German engravers. Fran- 
cesco Mazzuoli of Parma (Parmigiano), whose earliest etching can 
scarcely date before 1520, is the first of the Italians to make a 
regular practice of the art. and there are only one or two Italian 
plates before his time where the use of acid can be even suspected. 
The character of his work is typical of the distinction of Italian work 
in general from the earliest German etchings. The line is thin and 
scratchy, the shading is irregular, the plates are for the most part 
lightly bitten. All the characteristics of his swift and summary 
pen drawings reappear in his prints, with too little significance to 
be forcible as etching. Nevertheless, with all their mannerism, 
Mazzuoli’s plates possess a graceful charm, and found numerous 
imitators. The St. Thais (B. 4, Fig. 44) is one of the most pleasing 
of his prints, and in the simple perpendicular shading which he 
affected there is quite a modern touch. The treatment of this 
subject may perhaps have been suggested by two small portrait 
studies by Marcantonio (B. 445 and 496, one of which has been 
called a portrait of Raphael). 

A group of etchings nearly in Mazzuolfs manner, but possessing 
none of his swift and significant touch, and none of the gradation of 
colour that the master puts into his line, are signed F. P. The 
initials are less probably those of the anonymous etcher than of 
Mazzuoli himself (Francescus Parmesnnus), who is without doubt 
the inspirer of the designs. 


1 See p 124. 
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Another follower of Mazzuoli, Andrea Meldolla (Schiavone), 
was once held in honour as the inventor of the art of etching. If, 
as seems almost beyond a doubt, he is identical with the painter, 
the pupil of Titian, he could hardly have started etching till some 
twenty years later than Mazzuoli. His etchings display all the 
mannerisms of his model in an exaggerated form, and have little 



Fig. 44 — Francesco Mazzuoli. Woman seated on the Ground (bt 'Ihaiis 5 }. 


of the excellence of draughtsmanship which Parmigiano possessed. 
The bad drawing of the hands, with their sharply pointed fingers, 
immediately distinguishes his work from Mazzuoli’s, while the char- 
acter of his etching is far more scratchy and irregular. He makes 
considerable use of the dry-point, though not realising the value of 
the burr to any extent (e.g. Minerva and the Muses, B. 79). With 
all their faults, his plates, like his paintings, possess a certain 
spontaneity and verve. He not infrequently tinted his impressions, 
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probably to get effects similar to the chiaroscuro cuts which were so 
popular at this period. 

Meldolla is said to have worked on pewter, but I must admit 
that comparison with the surface quality of certain English music 
of the eighteenth century said to be printed from pewter, and with 
an impression from a pewter plate by William Strang, has led to no 



Fig. 45. — Anon, etcher after Tintoretto. Fortrait of the Doge 
Pasquale Cicogna 


definite conviction . 1 Pewter was so largely used for other things 
in Italy at the period that the experiment might well have been 
made in etching, and the softness of the metal would account for 
the rarity of good impressions. 

1 After an examination of the prints, Mr. Strang, whose occasional use of pewter 
in etching adds great weight to his opinion, declared against the probability of the 
tradition, which does not seem to date earlier than Bartsch. Cf. Introduction, p. 3. 
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A considerable amount of etching was inspired by the work of 
Titian, but it has far less artistic value than the magnificent wood- 
cuts that were being done by Boldrini and others, after designs of the 
master and of followers, such as Domenico Campagnola. One of the 
best etchings of the class, the Landscape with squire and horse (B. 8, 
Titian), bears the contemporary inscription Titianus mamt propria , but 
it has none of the grip and certainty of draughtsmanship in ground 
and trees which characterise the master’s authentic work. A portrait 
plate, which has been attributed to Tintoretto, that of the Doge 
Pasquale Cicogna 1 (B. xvi. 105, 1, see Fig. 45), can hardly be more 
than a school adaptation of some picture by the master, but will serve 
as an excellent example of the breadth of handling characteristic of 
this group. All the etchers of the school have a broad touch, but 
there is nothing which can stand as etching beside Mazzuoli. We 
may mention a few without quoting from their works : Giovanni 
Battista Franco, among the first, though a good part of his early 
work was line-engraving in the spirit of Marcantonio ; then four artists 
originally of Verona — Battista d’ Angeli del Moro, Giovanni 
Battista and Giulio Fontana, and Paolo Farinati, and, finally, 
a somewhat more original spirit in Jacopo Palma the younger of 
Venice. 

Nearly all the central Italian work of the century was done in 
line-engra\ing. Towards the end of the century, when Marcantonio’s 
influence was lessening, a revival, chiefly due to Agostino Carracci, 
continued to militate against the progress of etching. The two 
brothers of the latter, Lodovico and Annibale Carracci, produced 
a few etchings and dry-points in the last decade of the sixteenth 
century and the first of the next : they are the work of hands quite 
unskilled in the art, unimportant, but not without charm. The only 
artist of any real feeling for the true character of etching was Federico 
Baroccio (born 1528 in Urbino, working at intervals in Rome, 
where he died in 1612). Unhappily he has left only some four 
original etchings, but the large Annunciation and the Virgin and 
Child in the Clouds show him the master of a very delicate and 
individual method. By the liberal use of dotted work both by 
itself and between the lines, he attains the same effect of soft, misty 
gradations of tone which characterises his paintings. 
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We have noted in our last chapter that Lucas van Leyden, The Nether 
like Diirer, made a few attempts in etching. In date they probably j*^ s * 
belong to 1520 or thereabouts, i.e. two years after Durer’s last £ e y den 
etching. It was just the period that Lucas was falling so completely 
captive to Durer’s style, so that it is almost beyond a doubt that the 
idea of etching came from the same quarter. In one respect there 

1 There are pictures of Cicogna (Doge, 158 5-95 ) attributed to Tintoretto in 
Innsbruck, and in the collections of the Marquis of Stafford and Marquis of Bute, 
but 1 have not veiified an} immediate connexion with the print. 

r 
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is a notable difference. Lucas van Leyden certainly used copper, 
and succeeded, in consequence, in obtaining a far more delicate line. 
In such studies in pure etching as the Fool and the Girl and the 
David in Prayer, this refinement is not so marked as in the great 
portrait of Maximilian /, where the face is engraved, but the 
costume and setting are entirely etched. 

Diritk Vellert. Jn this combination of etching with engraving, Lucas van Leyden 
has a follower in an Antwerp artist whose identity has only recently 
been established, Dirick: Jacoeszoon Vei.ixrt 1 (“Dirick van 



Fig. 46. — Dirick Vellert. Drummer and Boy with a Hoop. 


Star 7 ’ as he had been called, from his signature D*Y). This point 
of contact, their close connexion in style, and the fact that Vellert’s 
earliest etchings are dated in 1522, when Lucas was in Antwerp, 
seem to show that Vellert was inspired if not instructed in this sphere 
of art by Lucas van Leyden himself. As a designer of glass windows 
Vellert had been at work in Antwerp for a decade before he turned 

1 Index and Individual Bibl. ^Gluck) An attempt has recently been made (Beets, 
Oud Holland , 19061 to identify the master <1 , whose monogram figures on some 
prints of ornaments I reading, as if reversed in printing, D I, and not G I as is gener- 
ally accepted) with Vellert. 
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to engraving. Although the design of one of his plates (the Temp- 
tation of 1523) corresponds to a known study for a glass painting 
(in the Ducal Museum, Weimar), the type and form are completely 
altered, and none of his prints absolutely reflects (as the Round 
Passion of Lucas van Leyden seems to have done) his activity in 
the other field On the dating of his prints (which fall between 
1522 and 1526, one only, The Flood, coming later, in 1544) we 
are curiously well informed, for it was his practice to inscribe the 
day and month as well as the year on his plates. They are for the 
most part lightly and precisely etched in the principal lines, and 
then finished in the finer parts of shading with the graver. Only 
a smaller number are done in pure etching, e.g. the Drummer and 
Boy with a Hoop of 1523 (Fig. 46), and the Drunken 1 Tumor of 
1525, plates in which the distinctively Flemish character of his woik 
is unalloyed in its broad humour. Except for the Flood , his prints 
are chiefly of small dimensions, and he is strictly one of the Flemish 
Little Masters. While of modest power and reflecting now 
Lucas van Leyden, now Matsys, now Bernaert van Orley, plates like 
the Christ and the Woman of Samaria (1523), the little Virgin 
and Child with St. Anne , the Eve showing Cain the Apple (1522), 
and the St. Luke pain Jug the Madonna (1526), have a distinctly 
individual charm of manner. 

After Lucas van Leyden and Diiick Yellert there is almost 
less etching of interest to record during the sixteenth century in 
the Netherlands than we have found in either Germany or Italy. 

The Master of the Crayfish cannot, however, be forgotten. The Master 

Influenced by both the preceding artists, his etched plates form the Crayfish. 

a considerable proportion of his work, which we have already 

noticed in the second chapter. 1 * Among Dutch artists J \x Jan Vermeyen. 

Yermeyen may be mentioned as one of the earliest to work in 

the lighter and more open manner of the Italian etchers. At 

the invitation of Charles Y. he settled about 1534 for sometime 

in Spain (where he was nicknamed “ El Mayo/ 7 i.e. long beard), 

and in his travels no doubt saw more of the work of the etchers of 

North Italy and of Fontaineb’eau, to \%hom his technical style 

has some resemblance. His plate of Venus and Cupid (P. 2) 

and some portraits {e.g. Philip of Spain of 1555) are by no means 

without talent, and have a certain modernity of touch. 

Among the Italianisers of the Netherlands, most preferred to Frans Floris. 
follow the Marcantonio tradition of line-engraving, though there p * Peddes van 
were a few, like Frans Flokis (de Yriendt), Pieter Ft. does van B Spmn^er 
Harlingen, and Bartolomaus Spranger, who used the other Hieronymus 
process. The only certain work of Hieronymus Cock himself, Cock - 
the great publisher of Antwerp, who did so much to spread the 
commerce of reproductive line-engraving, is in etching (chiefly of 

1 Now identified with Fr.uis Crabbe. Nicolas Hugenberg should also be noted 

as an etcher. Cf. p 90. 
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landscape, between about 1551 and 1563), though he must be 
responsible for some of the unsigned line-engravings of the school 
as well. 

p let er Far more truly national in character are the few plates of Pieter 

Brueghel I. Brueghel the elder, but they hardly betray the power that pro- 

duced such masterpieces among Flemish paintings of peasant life as 
Jan Biueghei I. the pictures in Vienna. Pieter's son, Jan Brueghel the elder, was, 
like his father, for some time in Italy, but he too preserved the 
national characteristics, though he cared more for mythological 
stallage in his landscape than for the realistic figures of ‘‘ Peasant ” 
Brueghel, as his father is sometimes called. There are only two or 
three etchings with his signature, but they have all the curious and 
delicate quality of his paintings. 

Hans Bol. Nearly akin to Jan Brueghel is Hans Bol, with his landscapes 

Paul Bril. crowded with figures, while Paul Bril, who passed the greater 
part of hit. life in Rome, is perhaps the strongest of this group of 
landscape etchers. Their work is scarcely ever true to nature, 
always bizarre in character and meagre in line, yet much of it 
possesses a certain fairyland charm of its own. 

Vmckboons. The Flemish tradition of Pieter Brueghel the elder was ably 

carried on at the turn of the century by David Vinck coons of 
Mechlin, who worked chiefly in Amsterdam. One or two of his 
etchings of genre are exceedingly good, but his work is represented 
far more fully in the many engravings which were done alter his 
designs. 

France. Except in the sphere of ornament, we have found that little 

line-engraving of importance "was produced in France during the 
sixteenth century, and this little was largely an offshoot of Italian 
art. In etching there is even less to recount. In the front rank 
is again an artist largely devoted to ornament, the etcher and 
Androuet architect Jacques Androuet Ducerceau. Although his manner 
Ducerceau. 0 f etching is wonderfully precise and delicate, it must nevertheless 
take second rank to the finely engraved work of Delaune, at least 
in the sphere of small ornament prints. He left, besides, many 
hundreds of etchings of palaces, gates, bridges, and plans of all 
sorts, and it is in these contributions to the history of architecture 
that his real importance lies. 

The school of The event of greatest moment to French art in the sixteenth 
Fontainebleau century was the invitation given about 1530 by Francis I. to several 
Italian painters, under the leadership of Rosso Rossi of Florence 
and Francesco Primaticcio of Bologna, to take part in the decora- 
tion of the Palace of Fontainebleau. The greater part of the 
frescoes they executed have disappeared, either destroyed by fire or 
removed in later restoration and rebuilding, so that it is a happy 
circumstance that so many of the painters of the school left etchings, 
which were either directly copied from the printed works or 
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suggested by the studies of the greater masters of their group. 

Among the mass of anonymous work, are signed prints by the 
Italians Antonio Fantuzzi, Guido Ruggieri, and 1 )omenico del a. Fantuzzi. 
Barp.iere, while among native artists etched work is attributed G * Ruggieri. 
to Geoffroy Dumonstier, and signed by Leonard Limosix, the deI 

famous enamel painter, and by Leonard Tiry of Deventer. As Geoffroy 
etching there is nothing of note. The light touch seen in Mazzuoli's Dumonstier 
work reappears, but has lost most of its virtue in combination with 
the sprawling figures and grandiose compositions of Rosso and Leonard Tiry. 
Primaticcio. 

One of the few 7 French artists of the period who rises to some- Jean Cousm. 
thing of a personality in spite of a close dependence on Michelangelo 
is Jean Cousin. Painter of pictures and of windows, sculptor, wood- 
cutter, and writer on portrait and perspective, he is also generally 
regarded as the author of some four or five etchings, tw 7 o of which, 
an Annunciation and a Piet a , bear the master’s name. Somewhat 
heavy in their line, which is partly helped out with the graver, their 
importance lies chiefly in their attribution and their rarity. 

Beyond this there is almost nothing of note to recount. The The 
historian of the Huguenot w 7 ars may perhaps take a curious interest 
in the series of Evenements Remarquables , executed partly in w 7 ood- Q f p err L sm 
cut and partly in the coarsest of etching by Jacques Perrissin ard Tortorel. 
and Je\n Tortorel between 1559 and 1570, but the stuuent of 
art will miss little if he does not know 7 them. 
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THE DECLINE OF ORIGINAL FNGRAVING 

THE TRINT-^ELLERS — THE GREAT REPRODUCTIVE ENGRAVERS OF THE SCHOOL 
OF RUBEN 5 — T11E FIRST CENTURY OF ENGRAVING IN ENGLAND 

(About 1540-1650) 

The middle of the sixteenth century was nowhere a time of great 
achievement in engraving, and, unhappily for the student, the 
deficiency in quality was far from being accompanied by a paucity 
of production. There has never, perhaps, been a period more 
prolific in prints of all sotts. The traveller — and this was the great 
era of discoveries — -must have his engravings of topography, the 
annalist his series of portraits, the political agitator his broadsides. 
Moreover, at this epoch of religious upheaval the value of engrav- 
ings as a subsidiary to propagandism, was being realised by the 
religious orders, and illustrations of Scripture stories and small 
devotional prints were disseminated broadcast. The enormous 
increase in the demand for engravings greatly changed the con- 
ditions of their production. With the prospect of sound business 
the middle-man of necessity enters, and there gradually grew up 
the new and soon flourishing profess'on of print-seller. 

The Netherlands, with its great houses of Cock, Galle, and 
Passe, w*as the home of such enterprise in Europe, and we find 
members of Dutch and Flemish families the pioneers of their pro- 
fession all over Europe. Dominicus Custos of Antwerp settled 
in Augsburg; the Sadeler family, of Brussels and Antwerp, had 
members in Prague and Venice, and the Utrecht firm of Crispin 
van de Passe w'as represented by some who at various times were 
settled in Paris, London, and Denmark. Italy was hardly behind 
in the race, but here, too, enterpiise was often in the hands of the 
foreign settlers. The name of Antonio Salamanca, which is seen so 
often on later and bad impressions of the engravings of Marcantonio 
and his school, is hardly less ubiquitous than that of Cock, while 
Antonio Lafrery is the publisher of a monument of archeological 
reproduction, for which classical students will always be grateful . 1 

1 Speculum Romance Magnijiccntice^ published in its completed form with 118 
plates in 1575. 


IlS 
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One of the chief causes for the need of an intermediary pro- 
fession was the growing demand for engraved book -illustrations. 

Hitherto wood-cuts, which can be printed far more conveniently in 
conjunction with type, had been almost universally used for the 
purpose of illustration, 1 and the publisher would seldom be without 
some cutter constantly working in his service. The engraver on 
metal, on the other hand, has generally a larger field than the wood- 
cutter outside book illustration, and when required for such a 
purpose, he would naturally preserve a greater independence. An 
important publishing house, like that of Christophe Plantin at 
Antwerp, would of course have some engravers, e.g. P. VAX der 
Borcht, more or less under its wing, but it would constantly need 
to go farther afield, as we may gather from the business connexions 
it had with the engraver print-sellers, Hieronymus Cock and 
Philippe Galle. 

The print-seller of this period has no real counterpart in the 
print-dealer of to-day. Far more frequently than is now the case, 
he acquired the original plate, and would be ready to print impres- 
sions as they were called for to almost any number, no doubt getting 
his hack engravers to rework the lines as soon as they were worn, a 
custom most dangerous to any artist's reputation. It is no mis- 
fortune, perhaps, that the identity of the engraver for whom he 
cared just enough to give a commission is often entirely lost ; for 
we may generally regard a print inscribed by a name followed by 
the predicate excudit , as executed by some anonymous hand in 
the publisher’s service. 

Hieronymus Cock probably engraved a considerable number of Hieronymus 
the plates which appeared anonymously from his own house, but his Cock, 
signature occurs on scarcely any prints except some sets of etchings, 

Roman ruins and landscapes with scriptural and mythological staffage 
( 1 5 5 o — 5 t , 1557-58, 1562-63, some probably after P. Brueghel 
and Mathys Cock). He is of far greater importance as one of the 
movers in the inter-communication between Italy and Flanders, 2 
which was of such disastrous moment to the Northern school But 
alongside the innumerable engravings which he published after the 
paintings of Italianised Flemings like Martin Van Heemskerk, Jan van 
der Straet (Stradanus), Frans Floris, 3 Bartoi.omaus Spranger, 4 
and Otto van Veen, it must be put to his credit that he did not 
forget the more purely native genius of Pieter Brueghel, the elder. 

Cock’s most vital influence in the development of the art of Cornells Cort. 
engraving was exercised in the person of a pupil, Cornelis Cort, 
who migrated to Italy, and about 1571 formed a school of 

1 For the few exceptions, see pp. 30, 33. 47, 65, 70, 96. 

- A definite example may be noted m his publication of work by Giorgio Ghisi, 
who visited Antwerp about 1550. Cf p. 99. 

3 Executed a few original etchings. 

4 Etched some six plates. 
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engraving in Rome. In the use of a more open system of lines, 
contrasting with the cioser hatching of Marcantonio and his 
followers, Cort was perhaps the pioneer in Italy, and the immediate 
inspirer of Agostino Carracci. 

Among his own countrymen Cort’s breadth of style was best 
appreciated and developed to its highest pitch by Hendrik 
Goltzius, who came under the influence of his school in Rome. 
Unfortunately, like most of his contemporaries, he suffered from the 
mannerisms of his models — Spranger, Stradanus, and the host of 
pseudo -classicists — but he was happier than the majority in his 
assimilation of some of the true character of classical art. His 
large Massacre of the Innocents (an unfinished plate) reveals some 
real sympathy for the ideals of Michelangelo. The delight he takes 
in rendering swelling curves, be they as bombastic as they will, is 
irresistible. The Standard-bearer (B. 125, Fig. 47) is a magnificent 
example. The pose was evidently a favourite one, for it is repeated 
in the nude figure of the Daren (1588), a print in his broader 
manner. He has complete command of the whole gamut of 
technical expression. His portraits range in character from prints of 
the most minute hatching, 1 eg. the Ada/ net (B. 177), to others of 
the greatest breadth of line-work, well exemplified in a portrait of 
himself (B. 172). There is no little bravado in his telling imitations 
of the characteristics of other masters, eg. in the Circumcision (I)urei 
manner), the Adoration (Lucas v. Leyden), and in the Passion series 
of 1596-98, which is a medley in the styles of both. 

Goltzius was perhaps the first adequately to realise the capabilities 
of the graver in expressing tone and surface qualities. Much 
was done by an increased command of the graver in swelling 
or diminishing the breadth of each individual line in its own 
length, much again by the intermixture of lines of different thick- 
ness, a brilliant surface being often achieved by the alternation 
of thick and thin, while a calculated variation of the intervals 
between the lines of shading required to suit the various parts of 
the design is a third factor of scarcely less importance. Despite 
the efficacy of these means to render the most varied tone, 
the yielding folds of cloth, the shimmer of silk, the glister of 
steel, the whole tendency is a questionable encroachment on the 
domain of painting, which Diirer, Marcantonio, and the greatest 
masters of line had, perhaps consciously, avoided. But, for good or 
for ill, there are few rivals of Goltzius and his pupils, Jan Mui.lkr, 
Jacob Math am, and Jan Saenredam, as virtuosi of the burin. 
Particularly powerful are some large portraits by Jan Muller (eg, the 

1 Of th* -e a certain number are strictly silvei plaques or medallions (c ;«■ the 
Rote ft Karl if Leicester, B 1751, frum which impressions happen to have been" taken 
(the inscription appearing, of course, in reverse). .Simon van de Passe was another 
engraver who did a good many works of the kind, more particularly of the members 
of the couit of James I. and Charles I. They were mostly on silver, sometimes 
on gold. 
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Archduke Albert , after Rubens), with remarkable backgrounds of 
dark horizontal shading, interspersed with streaks of light. 

The broad manner of engraving practised in the school of 
Goltzius was continued in a somewhat mollified form by Cornelis 
Bloemaert (b. 1603). 1 He followed Mellan in a tendency to a 
light tonic scheme, and probably owed to the same source his simple 
method of shading. He worked for some time in Paris (after 1630), 
afterwards migrating to Italy, where he seems to have passed the 
rest of his life. Many French engravers appear to have been his 
pupils or come under his influence in Rome (e.g. Chailes Audran, 
Etienne Baudet, and Etienne Picart), and he holds thereby a more 
important place in the history than the intrinsic virtue of his work 
warrants. 

In marked contrast to the bold style of Cort and Goltzius is the 
work of two families of engravers, the Wierixes and the Van de 
Passes. 

The productiveness of the three brothers, Jan, Jerome, and 
Anthonie Wierix, whose activity centred in Antwerp, is enormous. 
In Alvin’s catalogue some 2000 prints are described, and the list 
might be considerabh augmented. The character of the great mass 
of their work was determined by the Jesuits, who seem at this time 
to have realised in Flanders more than anywhere else the use of 
small devotional piintsto combat the new principles of the Reforma- 
tion. Two, at least, of the brothers, Jan and Jerome, are astonish- 
ingly skilful masters of the minutest manner of engraving, but as 
artists their production is comparatively insignificant. In much of 
their work are reflected paintings of the earlier Flemish masters, such 
as Patemer and Mabuse, and of contemporaries like Martin de Vos 
and Stradunus, but to a large extent they engraved their own com- 
positions. Their precocity is remarkable. From their twelfth year 
Jan and Jerome began to date copies, chiefly after Diirer, proudly 
recording their age even when they omitted their signature. Jan’s 
copies of Marcantonio’s Venus and Cupid (oet. 14), of Ditrer’s Adam 
and Eve (tet. 16), and his later Melanchol'a (1603), and Jerome’s 
plates after Durer, the St. George , the Satyr Family (set. 12), and the 
St. Jerome in the Study (jet. 13), are among the best copies after 
these masters that exist. The brothers are also responsible for a 
large number of portraits, nearly all executed on a small scale in the 
delicate manner which Goltzius sometimes affected (see Fig. 4S). 

Of special interest from their connexion with English engraving, 
and hardly less prolific as publishers than the Wierixes, were the 
numerous engravers of the Van de Passe family. At their head 

1 His father, Abraham Bloemaert, engra\ed little: he lert a few plates, 
landscape and figure etchings in a broad, open style. His designs were etched in a 
similar manner by his son Frederik Bloemaert, who also collaborated with the 
father m his “Drawing Book” (etching plates which were used in ceitain cases m 
combination with chiaroscuro wood-blocks, cf, Chapter IX. p. 310). 
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stands Crispin, the Elder, whose early activity centres in Cologne, 
whither he had migrated from Holland not later than 1594. By 
1612 he was settled in Utrecht, remaining there till his death in 
1637. Of his children, Simon, Madeleine, Crispin II., and 
Willem followed their father’s profession, and there is also a 
Crispin III., who is probably a son of Willem, Simon and Willem 



Fig. 48. — -Jan Wierix. Unidentified portrait. 


worked in England: the former between about 1616 and 1621 
(after which date he was appointed royal engraver to Christian IV. 
of Denmark); the latter succeeding him and staying in London till 
his death, about 1637. Crispin, the younger, represented his 
father’s house in Paris, where he seems to have been settled at least 
from 1617 to 1627. His position as professor of art in the Maneige 
Academie led to his illustration of A. de riuvinel’s Manege Royal \ 
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1 6 2 3 (liter entitled / / 'tru eti on dit Roi a i V \ t / . / 1 v </c /cr a 
e/tcrtii), whuh forms perhaps the best a< hievement of am member 
of the family. In souk* of his earlier work, (Vispin, the elder, 
attempted the btoader manner of Golt/ius (who, like himself, had 
been a pupil of 1). Yoi Kt K'is/ C‘m>r\h u ki ), but the bulk of his 
production, and that of ins sons, which uuluded portraits, title-pages, 
and the most multifarious subject*] >rmK reflects the same tendency 
to minuteness ot hat< lung seat in the Wurixes, 

We ma\ mention a few of the great commeicial undertakings of 
the engravers of the time. First, those oi the famous geographers. 
Abraham Orteluw ( I'heotnt": Orfa< Terrannn , Antwerp, 1570, whose 
maps were mostly engraved b\ Fran/ Hooia'u* fu', 1 and of Gerard 
M i uor ( wtv ise ('o;!e< teil works first appeared posthumously in 
the ./Am' M ror 159M Unlike ( >rtelius, Gerard Mercator was 
to a great extent his own en. raver. His influence was carried into 
England, and his work supplemented by Jiumxts Hundivn who 
bought the origin d plates after the edition of 1596. 2 Some of 
tne latest work of the latter was for one of the greatest English 
atlases of the pound b*hn Speed's I'/uatre <\t the Umpire of Great 
/hit un % of 1 f> 1 1. Then m a field w ith mure artistic si ope, the great 
record of discovery and travel forming the Co/ eetiones J\n^rnia~ 
tie >; '< m 1 n / nJ; vn 0 r e >?t t/t m et ( F « \\f ft 1 ■ w, h old s an 1 m ] *oi ta n t 
p ace among tne publications ot the time Commenced in i^gc m 
Frank tm: by Thvoj>ok in B k v , a settle! h>m Liege, an 1 his sons, 
Jmhvnn 1 in- < ’i > *R and Jmhxnn Gum i, it was only brought to con- 
clusion b\ Mxiihu s Mikiw the e.der. in 1^34. The m^p, ration 
of the whole work came troin England, where, th r ough HukIuviX 
mediation. 1 heodoi de Br\ acquired a series ot drawings ; which John 
Uh.m made m Yirg mu. 1 5 ^5- 1 sSh, on an expedition sent out at 
Nr Walter Rahngh’s expense It was m England, too. that he 
n ! 't ini.'! the skei< lies ot K.orida. made m the Eaudonmere expedi- 
tion, 1 a> ; 1 5, by J ic ]ues Fe Moyne, which formed the second 

part of tne ( * V o 

Tlx odor tie Bry > of miK ietab.e inter, s- aNo for t.is ornament 
] rmts In the ex* elh n< e and dah< aev of t-.ar engraving thev 
are no unwortnv -i. uss< to the w.rk ot A.d* grever a d the 
1 it*le Mas’e’s Of* niir^. 1 f:i-' e * f ornament has gr- at A < handed. 
It is no longer serol ami >eit, but s**-ap woik whnh forms tne basis 
o‘ *h design. — seldom the p .re <r pwork < f the Yautxn 
but e-rmiiA .titerm ngled wen tne goge* !.<■ ham.' unah tunned 

the f at ,re ot t ho <U< oiati-m ot the \ u\- .-'i 1 ' gae b\ Rai hie. ..rd 

G; wan ui da l 'dm* 4 He B*\. however, is freer than m-g of his 

‘ ■ • e m I' II 

2 ; ' ' 1 * 

J \ >f 

Pl” ’ ' ^ ■! \ * o ' ' . < -s s - 

S < /V . //. \ a ' J 
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contemporaries from the convention of strap and giotesque, and 
developed an individual st)le l which combines the naturalist spirit 
of early sixteenth-century illumination, in its representation of bird, 
beast, insect, and flowers of all sorts, with the classical feeling ot 
Delaune,- whom he no doubt met in Strassburg. where he was living 
between 150s and 1590. 

The goldsmith, Micnn. Lk P>lon (b. 1587) is another Fleming Michrl Le 
of the period famous for his ornament engravings. The son of a f ' lon 
Flemish settler in Frankfurt (Chrmiwn I.k Hi on, the author of 
the title-page to the 1O28 edition of burton’s Anatomy of Melancholy ) 
he must have come under the influence of the lounger de P»rys, 
though lie probably left quite early in the seventeenth tentuiw* 

He settled in Amsterdam, and developed a sty le ot ornament en- 
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graving, laigely white relief on dark ground, graceful and original in 
design, and of wonderful precision in the cutting. 

The soundest elements of the s\ stem of engraving whuh had lh*- r» pmriur- 
been developed to such virtuosity bv Golt/ius. were carried ibiward l, y : r " 
with undimim*hed accomplishment by the m hool of engravers which fl f j <u n. , J( 
gathered round the foremost Flemish painters of tin*, and, m fad, v.m I> k. 
of ail time, Rubens and Van Ihck. 

1 A example 1- tile J- in: *• o/, v// #■'*./, tfu I r«*T<Vf «it, 

i; . } 

- \: njM.tA f> .r a < 11- <!♦*] .i* ,*• ri 'i .0 M’-' 1 —’-.*'.' f» ■ i.t . r« t i:p, a i:p. 

L.k’’ ' > m.un 1 4’ th' * I tv h .ui'l } •tji-s w -1- tl»« «J.i\ !i j a 

}’■ .*<■ v ,nt re * 

•• \ -f > < t },i. * -i-t i\ iOn \\.i~ T 'I ‘‘it. V tt* *ni .*•! tr ,' : of 

16 1 1 li i- I )i.'> h MI»* I .•L'.i 'ii, /></- . . .*> * 1 / . m " 1 1 . r 5 ..n 

e,ir \ ;>;***>. i*\ 1 *1.41111; tn It ’ k* [« 1 H - ^ n, \ 

1 »♦ * * 1 1 it .’U-iit*'! to I* < i’a. o’, '*«.*■ ml H ’ ~ H< ; 

t 1 1 t * * 1 *1*1 111. in <;■ ilfLm.th n 4* i\ ’> wl.o -am** v. ■ •* *■ i,_, J* !!♦ i'I <1 
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Like Raphael with the school of Marcantonio in Italy, Rubens 
was in the c’osest touch with engravers who devoted themselves to 
reproducing his works, and his success as a painter enabled him 
to secure and almost monopolise the best strength in engraving of the 
lime. In certain cases the engraver no doubt worked in the master’s 
studio, and though there is no proof that Rubens, 1 any more than 
Raphael, himself handled the burin, the care with which he super- 
vised the production of the plates finds witness in numerous proof 
impressions which exist with the master’s own corrections,- 

Cornelis Galle the elder, Willem Swanenburg (a pupil 
of Saenredam), and several engravers of the school of Goltzius 
were reproducing paintings of Rubens in the latter part of their 
careers, but the earliest engravers to owe their artistic training to 
the master were Soutman, Vorsterman, and Faul Pontius. 

Pieter Soutman, of Haarlem, was a pupil of Rubens, a painter 
and a draughtsman who frequently supplied designs after paintings 
to serve as the immediate basis for the reproductive engravers. He 
was in Antwerp working after Rubens in 1619 if not earlier; in 
1628 he is noticed as filling the position of court painter to the 
King of Poland, 3 but w*as already settled in Haarlem again by 1630. 
Among the Rubens engravers he has quite a manner of his own, 
which has less of strength than variety. His lines are thin and in- 
decisive, sometimes etched, and interspersed with much flick- work, 
a style in which he was closely followed by his pupils, Pieter van 
Sompelen, Jacob Louvs, and Willem de Leeuw. Sompelen's por- 
traits of the German Emperors may be taken as typical examples of 
the group. Large plates, light in tone, generally ovals set in an even 
more lightly engraved or etched border with somew T hat exuberant 
design of flower, fruit, and putti, are the prominent characteristics. 

Vorsterman and Pontius are far more closely linked with the 
name of Rubens, far more allied to him in the monumental character 
of their work, than almost any of the school, with the possible ex- 
ception of the Bolsw'erts. 

Like Soutman, Lucas Vorsterman entered Rubens’s studio to 
study painting, but was diverted quite early in his career to the 
practice of engraving. His w'ork, which is well illustrated in such 
plates as the Descent from the Cross, the Resurrection, and the Susannah 
and the Elders (of which a part is given in Fig. 50), show's a thorough 
assimilation of the masters style and a brilliance of technique which 
never errs in exaggeration. But Yorstei man’s connexion with 
Rubens was short : by the time he was about twenty-seven, i.e. in 
1622, it seems to have been rudely severed, and, if we are to believe 
report, not without attempted violence on the part of the enraged 
pupil, for what reason we know not. Then between 1624 and 1630 


1 See Chapter VI pp. 164-5, f° r etchings attributed to him. 
y E.g. m the Bibliotheque Xationale, Paris 
s S. Anipsing, Heschrvving van Haarlem , 1628, p 372. 
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we find him working in England, brought thither perhaps by the 
persuasion of the great collector, the Earl of Arundel, for whom he 
did several drawings and engravings. The enormous difference in 
his work after the break with Rubens, shows how much he owed to 
the master's direction. Most of his English prints have a certain 
surcharge of black shadow, and an unrestful persistence of dot and 
flick work, and the sure hand and style did not return to him until 



Fig. 50 — Lucas Vosterman. Susannah and the Elders, after Rubens (part). 

he came under the guidance of another master, Van Dyck, in his 
work for the Iconography . 

Paul Pontius, Vorsterman’s pupil and junior by some eight 1>dul Pontius, 
years, began to engrave for Rubens in the early 'twenties. His 
technique is even bolder than his master's, and he makes less use 
of short cross-lines, dots, and flicks, to aid the principal lines of 
shading. The noble simplicity and breadth of handling of his style 
are well exemplified in his Assumption (1624) and the large March 
to Calvary (1632). As with Yorsterman, some of his best work was 
done for Van Dyck. 
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The Bolswerts. The two brothers Bortius and Schelte a Bolswert were 
some years senior to either of the preceding, and though not trained 
in the school of Rubens, were among the most powerful and prolific 
of his interpreters. Both are inclined to a somewhat heavy use of 
line, and often over-emphasise the contrasts of light and shade on their 
plates. Schelte is of particular interest in landscape, of which he 
is the most fertile engraver after Rubens. By the use of lines of 
varying breadth, unaided by intermediate dot-work or cross-hatching, 
he obtains some extremely powerful results. 

The icono- Rubens’s famous pupil, Van Dyck, is of scarcely less importance 

gmphy of Van than his master as an inspirer of reproductive engravers. As a 
D ^ ck ' portrait etcher he holds a unique position, 1 but he is of particular 

interest to us in the present chapter for the noble collection of 
engraved portraits of famous men of his time, which were executed 
under his direction. For the Iconography , 2 as the collection is 
generally called, he etched eighteen plates, but for the majority of 
the portraits he merely made drawings in chalk or grisaille. 3 The 
task of finishing the etchings in line, or engraving the grisailles, 
fell to several of the same artists already mentioned as work- 
ing after Rubens. Vorsterman, Pontius, the Bolswerts, and 
Pieter de Jode the \ounger, are the most distinguished. The 
scheme was probably initiated by Van Dyck soon after his return 
The editions from Italy to x\ntwerp in 1626. Whether the whole series, or only 
of Martmus portions of the work, had been published before 1645 (when it 
and cTdiis nden was issued by Gillis Hendricx) is uncertain. It is more than 
Hendncx. probable that Martinus van den Enden, 4 whose name appears on 
the plates before they got into Hendricx’s hands, was merely the 
printer commissioned by Van Dyck to issue the plates separately as 
the work proceeded. 

From the great legion of reproductive engravers who continued 
in the direction promoted by Rubens and Van Dyck, there are no 
others that we care to single out for special mention. The interest 
of their work centres chiefly in portrait, and their share in the 
development of the great French school will be followed in the next 
chapter. But there are two engravers of the early seventeenth 


1 See Chapter VI. pp. 165-8. 

2 The title to Hendncx’s edition reads : leones Principum Virorum doctorum 
Pictorum ChaLographorum Statua.no> um nec non amatorum pic tones art is numero 
centum ab Antonio van Dyck pictore ad vivuvi expresses eiu<jue sumptibus ten 
inciter. Antverpice. Gillis Ifendricx excudtt. Anno 1045 The “centum” in- 
cluded fifteen of the original etchings (not the Cornehssen , Pnest or IVaterius), the 
eighty engraved plates (the Iconography proper), and five other newlv engra\ed 
plates after Van Dyck. To later editions [eg. Verdussen) many more plates were 
added. 

J Some excellent examples o th-.se in chalk are in the collection of the Duke of 
Devonshire, Chatsworth. Many of the grisailles (of which there is a considerable 
number in the Alte Pinakotek, Munich) seem to have been made by assistants, or by 
the engravers themselves after the master's less elaborated studies, to serve as the 
immediate originals for the prints. 

4 His name appears m the books of the Guild of St. Luke in 1630. 



VAN DYCK’S 4 ICONOGRAPHY ’ — FRANCE 129 

century in Holland who kept clearer than the rest from the over- 
whelming tide, and produced some individual work of interest, Jonas 
Suyderhoef and Corxelis Visscher, both of Haarlem. 

Suyderhoef is one of the most expert of all interpreters of the Jonas 
character of a painter’s work in line. He is the engraver par excel- Su - vderhoef * 
lence of Frans Hals, and in his prints the brilliant brush-work of 
the master seems to live again. He was a true pupil of Soutman, 
but quite surpassed his master and any of his master’s immediate 
following in the certainty and significance of his handling. 

Corn elis Visscher was a prolific engraver of portrait and all Cornel is 
manner of subject. His prints after Ostade and Brouwer, and original ' lsscher * 
works, like the large Rat-killer, whose character is suggested by those 
painters of genre, form his most individual title to fame. His en- 
graving has much of the solidity of the best Rubens engravers, but the 
frequent intermixture of etching places it in a category of its own. 

Engraving in France at the end of the sixteenth and beginning France. 
of the seventeenth centuries, can be passed over almost in silence. 

In the delicate manner encouraged by the Wierixes, small portraits, T. de Leu. 
title-pages, and illustrations were numerous enough in Paris at the L. Gaultier, 
turn of the century, but the best of these were done by two crafts- 
men who were foreigners by birth, Thomas de Leu from Flanders, 
and Leonard Gaultier of Mayence. Balthasar Moncornet Moncornet, 
may be mentioned as one of the most prolific print publishers of 
the period, the number of portraits bearing his address being enor- 
mous. Before the middle of the century there were already some 
reproductive engravers in the larger style of the school of Rubens 
( e . g . Jean Boui anger and Gilles Rousselet), but the best crafts- L Boulanger 
men amongst them were chiefly engaged on portrait, and will find G ’ Rousselet * 
their place in the next chapter. The real French school of classical 
engraving does not start till the second part of the century, and this 
we reserve for a still later chapter. 1 

Line engraving in Germany during the early seventeenth century Germany. 
has hardly more claim than that of France to any national feature ; 
it is little but a poor repetition of Flemish work of the period. The 
style of the Wierixes finds its followers in such as Peter Isselburg Peter 
of Cologne, and Peter Aubry of Strassburg, whose second-rate I f St ' 11)Urg - 
portraits aie sufficiently numerous, while an even greater influence 
was exerted by the Sadelers. 

Raphael Sadeler, the elder, had worked for some time in The Sadelers. 
Munich, while his nephew, Gilles Sadeler, the best craftsman 
of the family, was long settled in Prague, doing many prints of 
portraits, pageants, and the like. 

The most prosperous school centred in Augsburg under the 

1 Chapter VII. pp. 197-8. 
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leadership of Dominicus Custos 1 of Antwerp, who married the 
widow of a goldsmith, Bartholomaus Kilian. His stepsons and 



Fig. 51. — Jonas Suyderhoef. Portrait of Ren£ Descartes. 


pupils, Lucas and Wolfgang Kilian, are members of a numerous 

1 The name of Custos was apparently assumed , he was a son of the engraver 
and painter Pieter Baltens. 
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family which carried on his tradition, rivalling the de Brys of Frank- 
furt in the mass of their published portraits. Both the brothers 
studied in Italy and left a considerable number of engravings after 
Italian masters. Wolfgang’s sons, Philipp and Bartholomaus, are 
chiefly known by their portraits, and the latter, who studied under 
F. de Poilly in Paris, was the one member of the family who 
attained any real distinction in style. He stands in Germany as 
a representative of the transition from the colourless portraits of 
Custos and his compeers to the more developed system of tone and 
modelling which had already reached its height in France in the 
person of Nanteuil. The growth of the French influence is seen 
also in the brothers Elias and Johann Hainzelmann of Augsburg, 
both of whom studied in Pans. Their work is less that of portrait 
than the reproduction of classical subject painting. 

Of other German engravers of the time there is none we care to 
notice but Joachim Sandrart, and he interests us far more as the 
art historian, the author of the Teutsche Academie der edlen Bau- Bild- 
i/nd Malerey Kiinste (Nuremberg, 1675-79), to which his wide culture, 
his many travels, his personal acquaintance with so many artists, lend 
so great an importance. His plates are not numerous (only a few 
engraved portraits and some classical etchings), but he afforded liberal 
encouragement to engraving for the illustration of his publications on 
art in the fields of painting, sculpture, antiquities, and topography. 1 

His nephew', Jacob Sandrart (portraits, etc.), the latter’s son, 
Johann Jacob (e.g. topographical and architectural etchings and 
engravings), Philipp Kilian (portraits), and Richard Collin of 
Antwerp (chiefly statues, in a broad, open style), w r ere his chief 
collaborators in his various w T orks. Another engraver, who did a few 
prints for his Teutsche Academie, J. J. Thournevsser of Basle, is 
notable as a successful imitator of Mellan’s treatment of line. 
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The debasement of Italian engraving was already foreshadowed Italy. 
when Raphael evinced the commercial sagacity of making a market 
for reproductions of his works, and turned his factotum, Baviera, to 
printing, and perhaps print- selling. The essential difference, how r - 
ever, between the character of reproduction here and that of the 
school of Rubens of a century later must be clearly understood. 
Marcantonio and his followers seldom had more than a slight 
study from the master’s hand as basis of their engraving : the 
Flemish engravers more generally worked directly after a picture, 
with considerable attention to accuracy of detail. It is evident 
that there was more hope for the display of individuality of 
interpretation under the former conditions, and while Marcantonio 
was living, the genius was not lacking. 

1 E.g. Iconolcgia Deorum , 1680 ; Sculptures veteris admiranJa , 1680 ; Roma 
antique et nerves The at rum, 1684; Insignium Roma Templorum prospectus , 1690? 
Palatiorum Romanorum . . . 1694 (all published in Nuremberg). 
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But we have found no talent in Marcantonio's immediate 
followers to resist the subduing force of the master painter, and 
with the ever-increasing demand for his works they became the 
mere hacks of publishers — of Antonio Salamanca, Ducheiti, 
Lafrerv (two Italianised French emigrants), Barlacchi, and the 
like. Above all things let the collector remember that the presence 
of the address of any of these print-sellers on works of Marcantonio 
condemns them as late impressions. 

Outside Rome there were still a few engravers who preserved 
something of their individuality, the Ghisi so far above the rest 
that they have been placed among the master engravers of the 
previous chapter. 

Enea Vico of Parma (fl. 1541-67) was little more than a 
distant echo of the Roman school, in which he had studied under 
the engraver print-seller Barlacchi, who published many of his plates. 
There is much among his prolific work to interest the archaeologist — 
prints of reliefs, statues, gems, vases, and the like — but, except for 
one or two portraits and a subject such as that of Bandinelli s 
Academy (B. 49), there is little to inspire the artist A certain 
meagreness of line, in comparison with the Marcantonio manner, 
may perhaps be due to the influence of the growing school of lightly 
bitten etching in the North of Italy. 

Another engraver of Parma, 1 somewhat senior to Vico, Jacopo 
Caraglio (born about 1500), was an artist of much more powerful 
character. He developed a mastery of light and shade which 
only just fails to attain the brilliance of Giorgio Ghisi. His 
method, which is characterised by the use of thin lines of clear 
and close shading, interspersed with short and delicate flick-work, 
is seen at its best in plates like the Annunciation after Titian 
(B. 3) and the Diogenes (B. 61). No doubt the manner of 
Parmigiano and Primaticcio, which, in comparison with the harder 
definition of Giulio Romano and of the immediate offspring of 
Raphael, seems to live in mists of intangible texture, tended to 
this softening of the decisive lineal style of the school of Marcan- 
tonio, in which he probably received his training. He was cer- 
tainly working in Rome by 1526, if not earlier, and was employed 
by Baviera, but probably went north at the time of the sack of 
the city in 1527. After 1539 he served the King of Poland in 
the varied capacities of medallist, 2 die-cutter, and architect, and 
died in Cracow in 1 565. His engravings may possibly all precede 
his departure to Poland. 

With all his softness of tonality in line, Giulio Bonasone 
a Bolognese by birth, kept nearer than either Vico or Caraglio to 

1 He also lived m Veiona. He signs both “ Parmensis ” and “ Veronen^is.” 

2 A medal of Alessandio Pesenti by Caraglio is in the British Museum. He 
must have done others of Sigismund and his wife Bona Sforza, but they seem to be 
unidentified. 
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the Marcantonio tradition. He has an even greater feeling than 
Marco da Ravenna for the effect of fiat surfaces of simple shading 
in single tones : but the occasional charm of this manner does not 
counterbalance his lack of draughtsmanship. His work, which 
numbers about 350 plates (some original designs, others after 
Michelangelo, Raphael, Parmigiano, and most of the great masters 
of the time), seems to have been done entirely in Rome between 
about 1531 and 1574. 

By the end of the third quarter of the sixteenth century the 
average production in Italy had sunk so low that even the pseudo- 
classicists of the North availed somewhat to encourage its temporary 
revival. 

We have already noticed the presence of Cornell's Cort in Rome Agostino 
from about 1571. Though apparently never Cords pupil, it seems Girracd. 
to have been to this master that Agostino Carracci owed the 
impulse to the open system of line which characteiises his engraving. 

He recurred to the strong elements of the later manner of Marc- 
antonio, adding little but a more constant use of cross-hatching and a 
more regular method of flick-work within the interstices of the lines, 
and scrupulously avoided striving after the effects of tone and texture, 
on which Goltzius (who was one year his junior) laid such emphasis. 

The best of Carracci’s work is original, but he also reproduced con- 
siderably from painters like Correggio, Titian, and Faul Veronese. 

Francesco Villamena is the one other engraver to whom we Francesco 
might compare him. Apparently a pupil of Cort in Rome in the Villamena. 
early ’eighties, he did not attain to the full bieadth of his style until 
the beginning of the seventeenth century. His earliest engravings 
(the plates in Alonso Ciacono’s “Trajan’s Column*’) date in 1576. 

Comparison with Agostino Carracci is almost solicited by the fact 
that in 1586 both masters reproduced in engraving Correggio’s Holy 
Family (Parma). Carracci is already master of his style ; Villamena 
is consciously aiming at the same goal, but still shows the indecision 
from which he only emerged, and then only in occasional works, 
some twenty years later. When he does emerge, his treatment of 
the swelling line is such as may have been a force of real inspiration 
to Claude Mellan. 

Until the reaction of the last half-century, the influence of The influence 
Agostino Carracci, both as painter and engraver, as well as that of his of the Carracci, 
brother Annibale and their cousin Lodovico, remained among the most 
vital factors in art history. His immediate influence as an engraver, 
in which he had sound, dull followers, such as Cherurino Alberti Cherubino 
and Francesco Brizio, was far less than might have been expected. ^ lbertI * 

7 01 rrancesco 

The trend of development was now all in favour of etching, and it Brizio. 

was in this field, through the immediate example of Guido Reni (for 
the few etchings of Lodovico and Annibale can be left almost out of 
account), that the tradition of the Carracci was most worthily continued. 
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It is significant that we turn to our first discussion of engraving 
in England in a chapter which explicitly deals with a period of 
decline. There is, in fact, only the scantiest indication of engraving 
on English soil until nearly a century after the earliest date found 
on foreign work. 1 Without branding the English of the period as 
an essentially inartistic people, it must be confessed that their artistic 
aims were of the practical order. In many branches of the applied 
arts, especially those used in church ornament and architecture, 
they were by no means deficient — witness the “opus anglicanum “* 
in embroidery, which was eagerly sought, and is still treasured in 
many a convent throughout Europe. But in painting, which is 
generally the predecessor of engraving, England was comparatively 
barren, and continued to be so until it received the inspiration of 
foreigners like Mabuse and the younger Holbein. 

From what has been said of the state of the art of engraving in 
the middle of the sixteenth century, it will be seen that the period 
was by no means an auspicious one for the formation of a new 
school. The style of the three great master engravers, who had all 
been dead, roughly speaking, a decade before the first appearance of 
a copper-plate in England, was almost lost in the sloughs of com- 
mercial enterprise and dull reproduction. Nor was it more fortunate 
that England’s geographical position should have rendered Flanders, 
with its hybrid Italianised art, the source of its earliest education. 

We have said that the earliest engraving in England was a 
century behind the introduction of the art on the continent of 
Europe. Engraving in England, be it observed ; for English engrav- 
ing can scarcely boast an existence for another half century, nearly 
all the engravers of this period, and many of the succeeding fifty 
years, being visitors or Protestant refugees from the Low Countries. 

Except for some unimportant anonymous plates in \\\<iByjthe of 
Mankinde , a book on midwifery published by Thomas Raynald in 
1540, the earliest prints published in England appeared in an 
edition of Yesalius Anatomy by Thomas Geminus, a Flemish 2 
surgeon in court employment, in 1545. The engraved title-page, 
which is inscribed Compendiosa totius Ana to //lie deli neat io aere 


1 For a Bruges engraving found in Caxton’s first English book, see p, 33. Of 
another engraving which has been claimed as English work of the early years of the 
sixteenth century I cannot speak definitely, as I find no earlier or later trace of it than 
the impression from the original plate, which Joseph Mrutt published in his Dictionary 
of Engravers (1785) It consists of a series of devotional verses engraved in Gothic 
characters. The initial letters contain several figures these, and a Virgin and Child 
above, and a kneeling monk below, make up the artistic part of the work. The 
words De Syon in large letters to the right of the monk below , and the direct references 
to St Bridget, make it almost certain that it was produced for the laige Brigittine 
convent which existed in Syon House (the present seat of the Duke of Northumber- 
land 1 until the time of the Reformation In style it is not unlike second-rate devotional 
prints of the Low Countries of the beginning of the sixteenth century, and the un- 
English character of the Gothic lettering, and the fact that so large a proportion of 
the English prayer-books of the penod were printed in Flanders, make it more 
probable that it is a Flemish importation, and not native work. 

2 He is called Blander m an entry in the Annals of the Koval College of Physicians, 
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exarata : per Thomam Gem/num , Land ini, is clearly cut and in little 
but outline, and of interest as one of the earliest examples of the mix- 
ture of strap-work and grotesque which became so popular all over 
Europe, especially in the Netherlands, 1 in the latter half of the 
century. Geminus is probably 2 also responsible for the anatomical 
plates throughout the work, which had been pirated and, as Vesalius 
indignantly complained, not too correctly copied from the splendid 
wood-cuts by Titian's pupil Hans Stephan van Calcar of the original 
Basle edition (1543). 

The edition of 1559 has added interest in the bust of Elizabeth Portraits of 
which replaced the royal arms on the title-page, the earliest of all ( ^ ueen 
the portraits of the Queen produced in England, and perhaps any- 
where. The only other recorded works by Geminus are a second 
and much more ambitious portrait of Elizabeth , dating sometime in 
the 'sixties (the last figure of the date is lost), of which the only im- 
pression at present known is in the Storer Granger at Eton, and a 
little book of ornament engravings (Morysse and Damashin renetved 
a ?id encr eased very profitable for Gold smy the s and Embroiderars , by 
Thomas Geminus, London, 1548), of which the Landesmuseum at 
Munster in Westphalia possesses a nearly complete impression. 

Next in date to Geminus comes the work of an Englishman, John Shute. 
John Shu'IE, i.e. if he was, in fact, more than the designer of the 
plates in his First and Chief Groundes of Architecture, 1563. The 
other native engravers of the next few years, Humfray Cole, The chart 
Richard Lyne, Augustine Ryther, 3 are little more than engravers engravers, 
of maps and topography, a field in which Christopher Saxton, 4 John 
Norden, 5 and John Speed 6 were the leading surveyors and draughts- 
men. When work of some claim to artistic interest was required, 
the foreigner had still to be sought. 

The brothers Franz and Remigius Hogenberg were probably The Hogen- 
both working in the employ of Archbishop Parker, who is known to ber S s ? nd 
have invited foreign craftsmen to assist in the various works in which *p^ker Sh ° P 
he was interested (e.g, the Bishops' Bible , 1568). The work of 
Franz has already been noted. 7 Remigius did much less, and the 

1 ^55. What is meant by the word Lysiensis, which he attaches to his name at end 
of dedication in the Anatomy, is obscure. Lvs-les-Lannoy (near Lille) has been 
suggested, while it might imply any town situated on the rner Lys. 

1 Cf p. 124, note 4. 

2 A dogmatic statement even with regard to the title-page is curbed by the vague 
phrase per Thomam Getninum, which might be taken to imply that he commissioned 
another to do the engraving. But in view of the Storer portrait of Elizabeth signed 
simply Thomas II. ig6-, this interpretation is rendered improbable. 

3 Historically famous are his Armada plates, showing the position of the fleets on 
various days, after drawings by Robert Adams, published in 1589. 

4 Survey of England, 1579 (maps engraved by Ryther, R. Hogenberg, and a few 
other insignificant craftsmen). 

5 Designed a complete Speculum Britannia , but only published tw'o parts ; 

Middlesex, 1593 (en. , P van den Keere), and Hartford shire, 1598 (en., W. Kip). 

p Theatre of the Empire of Great Britain , Sudbury and Humble, 1611 (en., 

J. Hondius). 7 See pp. no, 124. 
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majority of this apparently in England, a small portrait of Matthew 
Parker (157 2), two of Queen Elizabeth , and some maps and plans 
for Saxton’s Survey (1579) being the most important. 

Of historical interest are two pageant prints of the period : 
that of the Procession of the Knights of the Garter , on nine plates, 
by Marcus Gheraerts the elder (1576-78), 1 and the Funeral 
Procession of Sir Philip Sidney by Theodor de Bey (15S7-88), a 
large work extending over thirty plates. 1 he important outcome of 
de Bry’s wsits to England in 1586-87, 1588-89, has been noticed 
earlier in the chapter. With Jodocus Hondius, the greatest and 
last of the chart engravers of this early period, we can take leave of 
the foreigners who helped most to create the school of engraving in 
England in the sixteenth century. He seems to have been settled 
for some ten years in London, chiefly engaged on works of carto- 
graphy, 2 leaving it finally in 1594 for Amsterdam. His great work 
for John Speed’s Theatre of the Empire of 1611, the year before his 
death, was probably done abroad. 

The first English engraver of any importance, and the most 
typical of the Elizabethans, is Wit.liam Rogers. A goldsmith, 
whose craft is betrayed by prints overloaded with ornament in high 
relief, he cannot be said to have mastered even the elements of 
portraiture. Despite the stiffness of delineation, and the emphasis 
on detail of vein and wrinkle, a plate like his full-length of Queen 
Elizabeth 3 (dating about 1595-1600) is of enormous value for what 
it tells of Tudor costume, if not of Tudor character. Even more 
attractive are his two earlier portraits of the Queen, the fantastic 
Eliza 7 'r in nip ha ns 4 of 15S9 (probably commemorative of the 
Armada; reproduced Fig. 52), and the Rosa Electa, 5 with its 
charming floral border, of some three or four years later. Of 
the books he illustrated we may mention Sir William Segar's 
Honour Military and Civill , 1602, the eight portraits (full-length 
beneath arch) being less redolent of the goldsmith’s shop than the 
rest, and showing considerable dignity of composition. In one 
instance, that of the portrait of the Earl of Essex , Rogers is found 
borrowing decorative elements and allegorical figures from foreign 
work (a portrait of Martin de Vos by Gilles Sadeler), but for the 
most part his work seems original, though the influence of such 

1 Strictly an etching, slightly strengthened with the graver The only perfect 
copy known is in the British Museum. Another English w'ork, attributed with 
certainty to Maicus Gheraerts I., is seen in the etched plates to Tan v. d Xoot’s 
Theatre /John Day, London, 1568), published the \ear in which he settled in 
England 

- E.g. with Ryther and de Rrv in Wagenaer’s Manners Mirren r % 1588 ; separate 
maps, such as the “Chnstian Knight " map of the weald ( 15961, and another designed 
to illustrate the voyages of Drake and Ca\erdish 

3 Unique in this state, British Museum , later cut dow r n to three-quarter length. 
There is a \eiy similar portrait by Crispin \an de Passe (1603), aftei a drawing* by 
Isaac Diner, now' in Windsor. Perhaps the Rogers and the Oiner drawing both 
go back to a lost painting, 

4 Two mipiessions known, Brit. Mus, and Paris. 5 Bodleian, unique impression. 
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engravers as the Collaerts, de Bru)ns, and de Brys is not to be 
gainsaid. One of the latest plates that are known from his hand, the 
large Henry VIII. and his progeny , after Lucas d’ He ere 1 (about 1603* 



Fig> 52. — William Rogers. Portrait of Queen Elizabeth. 


1604) is among the earliest prints to be published by Sudbury and The print 
Humble, whose names figure so frequently on engravings for the 
next twenty years. 2 Sudbury and Humble soon had a rival publisher Humble * 
in Compton Holland 3 (a son of the famous translator Philemon Compton 
Holland) and may perhaps have been succeeded by William Peake, 4 1Vke 

whose name appears on many of the late states of the prints which 

2 Humble alone, until about 1630. 

4 Cf. Chapter V. p. 152, note 2. 


1 Picture at Sudeley Castle 
3 From about 1612. 
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they had issued. In judging prints of the first two decades of the 
seventeenth century the presence of the addresses of later publishers, 
such as Thomas Jenner, John and Thomas Hind, Peter Stent, and 
his successor John Overton, should be taken as implying late 
impressions. 

In the early years of the seventeenth century, line-engraving was 
coming more and more into use in England for the embellishment 
of books, and the print-seller must have had a thriving trade in 
supplying the publishers with the engraved portraits to figure as 
frontispieces, or by selling the same separately to any comer. 

Renold Elstrack , 1 Francis Delaram, and William Hole 
(the first, and probably the second, of Flemish extraction) were the 
busiest of the engravers of the reign of James I. and the early part 
of Charles L, who were ready to supply, in their modest but sound 
manner, any demands the publishers might make. 

John and Martin Droeshout are two more engravers of Flemish 
extraction who may be mentioned for anything but their excellence. 
The latter, in particular, has won fame by his portrait of Shakespeare 
which was prefixed to the First Folio, 1623, a dull performance, 
not deserving Ben Jonson’s eulogium, but probably faithful to likeness 
of feature. 

Of a similar character to that of Elstrack and Delaram is the 
production of two members of the Utrecht family of engravers, 
Simon - and Willem van de Passe. The former (who worked in 
England certainly between 1615 and 1622) was by far the more 
prolific, but seldom attained the breadth of such a plate as his 
brother’s equestrian portrait of George Vil/iers , Duke of Bucking- 
ham (1625). Willem had taken up residence in London, on 
Simon’s removal to Denmark, and remained there till his death in 
1637. 

For the greater part of the century the unambitious style of 
these engravers found its imitators, Cecill, Payne, and Marshall 
occasionally doing plates of moderate distinction in their class amid 
a mass of the dullest work, Vaughan and Cross never rising above 
the lowest level of publishers hacks. In the embellishment of 
many of the greatest books of the time, and in portraits of the 
famous men, the student of literature or history will find much to 
interest him from Rogers to Cross, but to the single-hearted amateur 
of engraving the prints of this period will make small appeal. 

The real event of moment during the reign of Charles I. was 
the visit of Van Dyck and engravers of his school, like Lucas Vor- 
sterman (in England about 1624-30), and Robert van Voerst 

1 He engraved most of the plates of the Bazilualogia . . the true and lively 

Fffigies of all our English Kings . . . (printed for IL Holland . . . sold by Comp. 
Holland, 1618), which may be cited as a standard of much of the smaller portrait 
work of the period. Delaram and Simon \an de Passe also contributed to the 
collection 

2 For his silver plaques see note to Goltzms, p. 120. 
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(about 1628-35), who afforded a real impulse towards a broader 
style. 

Payne was not untouched by the new current, but George George Glo\er 
Gi.over was the first Englishman to show a grain of brilliance in 
his accomplishment. His larger portrait of Sir Edward Dering 
(1640) shows that he had a true appreciation of the style of Mellan. 

This artist, who forms as it were a bridge between the styles of the 
Passes and Fai thorn e (whom we reserve for the following chapter), 
fitly closes our account of the first century of English engraving. 




CHAPTER V 


The Fifteenth 
Century. 


The Sixteenth 
Century. 


THE GREAT PORTRAIT ENGRAVERS 
(About 1600-1750) 

WITH SOME ACCOUNT OF THE PLACE OF PORTRAIT IN THE WHOLE HISTORY 
OF ENGRAVING AND ETCHING 

As a preface to our study of the French line-engravers of the seven- 
teenth and early eighteenth centuries, who form the central theme of 
this chapter, we may take the opportunity of summarising the de- 
velopment of portrait during the periods we have passed, and in 
relation to the other processes with which our history is concerned. 

In describing Nanteuil and his school as the great portrait 
engravers, we do not thereby imply that their portraits take a higher 
position as such than what has been produced in the same field in 
etching or mezzotint. In fact, the very greatest of all portrait plates 
are unquestionably to be found among the etchings of Rembrandt 
and Van Dyck, while the mezzotints of the best English masters of 
the art stand at least on a level with the production of the French 
school of line. But Van Dyck’s work is not numerous, Rembrandt 
was as great in other spheres, and so also, though far more con- 
sistently devoted to portrait than subject, were the great mezzotint- 
engravers. The fame of Nanteuil and his following, on the other 
hand, stands so exclusively on portrait as to justify our title, and a 
separate treatment of the development of portrait engraving with 
this school as the central point. 

In the fifteenth century portrait engraving scarcely exists. An 
anonymous Florentine profile in Berlin (of about 1450), 1 a few 
heads and bust portraits of the North Italian schools (some in the 
neighbourhood of Leonardo), the slightest of studies from the 
Master of the Amsterdam Cabinet, three or four portraits 
by his follower of the monogram W$B., and Israhel van 
Meckenem’s portrait of himself and his wife Ida , almost make 
up the sum of fifteenth-century production. 

Durer is, in fact, the first engraver to devote real effort to this 
field of art, and both his great contemporaries, Lucas van Leyden 

1 Jahrbmh , i. p. n. 
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and Marcantonio, are responsible for one or two portrait plates 
produced within a few years of Durer’s work. But in spite of their 
wonderful power as engravers, Diirer, Lucas, and Marcantonio all 
lack the essential qualities that make for true portrait, and the same 
must be confessed of all the engraved portraits of the first half of 
the sixteenth century, represented at its best by Barthel Beham 
and Aldegrever. 

Towards the end of the century, with the revival of the practice 
of illustrating books with prints from copper-plates, the demand for 
engraved portraits increased at enormous bounds. But there w ere 
few engravers of more than average talent to respond. 

In the Netherlands, which was the centre of the publishing The 
trade at this period, the best work was done by Goltzius, the Netherlands. 
Wierixes, and the Passes, while many of their imitators and rivals, 
such as the de Brys and Dominicus Custos, found their oppor- 
tunity in emigration, starting similar projects abroad. 

From the same centre, the Low Countries, issued the chief England, 
inspiration of the early English schools, where Rogers in particular 
held his own alongside the average production of the Continent. 

Before the middle of the seventeenth century, portrait prints in 
England are legion : the earlier group modest and well cut, with 
foreigners like the Passes as their models, the later group already 
feeling the broadening influence of the school of Rubens and Van 
Dyck. 

Among the followers of Marcantonio in Italy little was done of lta‘y. 
any note in portrait. Enea Vico of Parma and two Frenchmen of 
the Roman school, Beatrizet and Niccolo della Casa, produced 
some pretentious plates, but empty of any power of characterisation. 

The engravers of little portraits are best represented by Martino 
Rota and Ottavio Leoni, the latter of whom is of considerable 
interest for the use of dotted work in the modelling, which achieves 
results practically the same as stipple (without the preliminary 
etching used by the stipple engravers of the eighteenth century). 

Except for Beatrizet and della Casa, French portrait in the six- France, 
teenth century was little but a reflection of the art in the Nether- 
lands. Of her earliest workers, Pierre Woeiriot and Jean Rarel 
had a certain distinctiveness of manner in their meagreness of line 
and tone, but their more accomplished successors of the next 
generation, with settlers like Gaultier and Thomas de Leu (who 
lived so long in Paris that their foreign origin may be forgotten), 
are mere dependants of the Wierixes and other Netherlanders. 

While the last embers of the Wierix influence were burning van Dyck and 
themselves out in France, Van Dyck was producing the plates which Rembrandt, 
are perhaps the most perfect models of portrait etching in existence. 

Except in some of his earlier prints, and the exceptional Clement 
de Jonghe, Rembrandt, Van Dyck’s contemporary in Holland, can-* 
not claim similar praise. The Dutchman’s manner, the nervous 
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elaboration of modelling with delicate hatching, which gives us an 
insight into the depth and complexities of each sitter’s character, is 
even more wonderful in its penetrating genius than the work of Van 
Dyck ; only it is essentially inimitable, and has perhaps never 
succeeded except in the hands of the master himself. Van Dyck, 
on the other hand, has remained the pattern to the best of modern 
portrait etchers. By the economy of their line, and by concentra- 
tion on some outstanding feature of face or character, his plates 
make a far more immediate and direct appeal than the more com- 
plex (and possibly thereby more human) studies of Rembrandt. 

In spite of the astonishing power of Van Dyck’s etchings, we 
have seen that the public demand was for the more finished work, 
and it was the elaborated engravings of the Iconography 1 2 that formed 
the pre-eminent factor in fixing a standard for future engravers of 
portrait. 

But before any of the Iconography plates were engraved,- there 
were already two engravers in France whose work heralded the 
existence of a really national school, Michel Lasne of Caen and 
Claude Mellan of Abbeville. 

Some of the early plates of the former are after Rubens, and it 
is probable that he was in Antwerp, and perhaps Brussels, between 
about 1617 and 1620. He was, in fact, one of the first of all the 
engravers employed by the master, though his work in this connexion 
is slight. After his return to France he produced a large number of 
portraits (both original and reproductive), sometimes using an open 
system of line with little cross-hatching, which he probably owed to 
Mellan. 

Claude Mellan is some two years Lasne’s junior, and a far 
more notable etcher, with a style which he brought to such per- 
fection that it passes for his own. He seems to have been a pupil 
of that accomplished master of little portrait, Leonard Gaultier ; 
but he soon abandoned the miniature style for the bolder and more 
open manner which appears to have originated in Cort, and to have 
been continued in the Low Countries by Goltzius, and in Italy by 
Agostino Carracci and Villamena. If VilJamena was the most 
unequal of these three craftsmen, it is by him that Mellan seems to 
have been most immediately inspired, if not instructed, when in 
Rome about 1624. In Rome, too, he must have come under the 
influence of Simon Vouet (who was settled here about 1624-27), 
after whom he produced some engravings in the more conventional 
manner. His boldest and most characteristic work was done after 
his return to Paris (about 1637), where he lived to the age of ninety. 
With the development of his style, cross-hatching is entirely dis- 
carded in favour of shading with parallels ; variation of tone is 

1 See p. 128 

2 It is unlikely that any were produced before about 1626, the date of Van Dyck’s 
return to Antwerp from Italy. 
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achieved by swelling or diminishing the thickness of the principal 
lines in their own length, and outline is generally abandoned. The 
climax of his mannerism is reached when he shades a whole face 
(e.g, the Napkin of St Veronica, of 1649) w itb a continuous spiral, 
with the nose for centre ! Quite apart from such mere pranks, the 



Fig. -3. — Claude Mellan. Portrait of Michel de Marolles {part). 


elements of the style, even when unexaggerated, produce an unrestful 
surface fatal to the concentration which is the virtue of good portrait. 
On the other hand, a similar treatment of line on a smaller scale is 
a real virtue with Callot and his many figures. 

The portrait reproduced (Fig. 53) of Michel de Marolles (1648) 
is a sound example of Mellan’s less exaggerated work, and of par- 
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ticular interest as representing the great connoisseur whose collec- 
tions form the rich basis of the Cabinet des Estampes in the Biblio- 
theque Nationale, Paris. Besides portraits, Mellan produced a 
number of scriptural and other subjects, many of original design, 
and a set of the statues from the Tuileries (1669-71). 

Somewhat in the same direction followed Etienne Picart and 
Francois Spierre (though they did fewer portrait than subject 
plates) ; but few French portrait engravers perpetuated the character- 
istic elements of Mellan’s style more effectively than the Italians 
G. A. Faldoni, F. Polanzani, and Marco Piiteri of the eighteenth 
century. Pitteri even outdoes his model in mannerism. His lines 
are a continued series of alternate thick and thin spots, and the 
resultant textile- like surface is a curious travesty of the Mellanesque 
ideal (e.g. portrait of himself, after Piazzetta). 

Mellan’s contemporary, Jean Morin, is another engraver of the 
earlier part of the seventeenth century in France, who fills a dis- 
tinct and distinguished place in our history. He is one of the few 
French portraitists who stand in nearer relation to Soutman and 
the Haarlem school than the more rigid school of Vorsterman and 
Pontius. Like Soutman, van Sompelen, and Suyderhoef (of whom 
the two latter are among the most interesting of the Dutch portrait 
engravers), he constantly combines engraving with etched dot and 
line, and achieves thereby a subtlety of tone of which the Bentivoglio 
after Van Dyck (Fig. 54) is a brilliant example. 

On the border line between engraving and etching, and verging 
rather to the latter territory, is the work of Louis Elle and 
Claude Le Feeure. Elle’s production is of similar character to 
Hollar, 1 with a technique too restrained and precise for true 
etching, and too irregular and unsystematised to be good engraving. 
Claude Le Febure, on the other hand, in his few portraits shows 
a real appreciation of the character of etching, and his work, 
though modest, quite bears comparison with Lie\ens. 

In Robert Xanteuil we return to a master of pure engraving, 
and the undisputed head of the French school of portrait. His 
fame stands on the most solid foundation. We can well believe 
the testimony of his contemporaries to the excellence of his 
plates, which to a large extent are from his own drawings, 2 
in point of likeness. At its best his work possesses a noble 
directness of expression and a complete freedom from all the 
attractive mannerisms by which a spurious reputation is so lightly 
gained. 

In the setting of his portraits he followed the lead of Van 
Dyck’s engravers. For the most part he adopted a simple oval 
framework resting on an architectural plinth, and produced in this 

1 See Chapter VI. p 161. 

2 He also did portrait diawmgs and panels for their own sake. The best 
collection of such is in the Louvre. 
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form his most perfect and balanced portraits, e.g. the Basile Fouquet 
(1658), and the Cesar UEstrees of 1660 (Fig. 55). Occasionally 
the oval is encircled in a wreath tied at the head with ribbons (e.g. 
the Queen Christina of Sweden of 1654), while in his latest uoik 



Fig. 54 — Jean Morin Portrait of Cardinal Bentivoglio, after Van Dyck. 


(i.e. from about 1670) he tends to disregard the plinth entirely (e.g. 
Simon Arnauld de Pomponne of 1675 and Guillaume de Lamoignon 
of 1676), and not seldom spoils the balance of the print by the 
undue size of the head in relation to the space to be filled. 

On a sound basis of convention, with a fund of real genius 
to aid him, Nanteuil gradually built up the structure of his style. 

L 
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His early 1 work (in Paris from about 1 648) 2 shows Mellan to have 
been his model, and his pupillage in Paris under another exponent 
of the same lineal manner, Abraham Bosse, no doubt strengthened 
the tendency, which is seen at its best just before he discarded it 
for good (e.g. in the Louis Hcsselin of 1658). His later develop- 
ment (which is beginning to appear as early as 1654, e.g. Queen 
Christina) was an original combination of the strength of the school 
of Vorstermann and Pontius with the subtlety of Soutman and 
Suyderhoef. In the delicate modelling of the face in particular 
he adopted a system of short strokes, carefully and closely laid, 
which came to form the most distinct element in the French school 
of portrait. 

As portrait engraver to Louis XIV., of whom he has left eleven 
prints, nearly all the great personages of the court appear in his 
work, which amounts in all to some 234 numbers (about 216 por- 
traits). The very year of his royal appointment (1659) he rendered 
a public service to his art in raising the academical status of the 
engraver. It was at his solicitation that the king passed the edict 
of St. Jean-de-Luz, elevating engraving from the number of the 
Industrial Arts to the rank and privileges of one of the “Liberal 
Arts.” 

Before the commencement of Nanteuil’s activity several Flemish 
engravers of portrait had been settled in Paris, e.g. Melchior 
Tavernier and Jacob de Bie, 3 but their work was not of the 
order to have done much in the propagation of the style of the 
Rubens school in France. Pieter van Schuppen 4 (b. 1623?) 
and Nicolas Pitau the elder (b. 1633?) 4 did more in this direc- 
tion, but they were already the influenced party, forming their style 
on Nanteuil and the de Poilly. 

Gerard Edelinck. (b. Antwerp 1640) is the great intermediary 
force between Flanders and Prance at this period. He was a pupil 
of Cornelis Galle in Antwerp, but the development of his style 
owes more to the instruction of Francois de Poilly and to the 
inspiration of Nanteuil after his removal to Paris in 1665. Both 
Francois de Poilly and his younger brother Nicolas were clever 
and prolific craftsmen both in portrait and classical subjects, but 
they were surpassed in strength by Edehnck, who, with Nanteuil 

1 The date of his birth is much disputed * 1623 has the greatest claim to 
correctness but 1625, 1630, even 1618, have been put forward. 

2 Some prints date three or four years earlier, while he was still studying for the 
law m the Jesuit College at Rheims. Nicolas Regnesson of Rheims was his first 
master in engrawng 

’ His work was chiefly medallic illustration for La France, Mtttillique, with the 
Vrais Portraits des fiois de France , Paris, 1634. According to Kramm the second 
edition 11636) contains a biographical notice which calls him “ le maitre des plus 
celebres graveurs de Rubens.” Except for the fact that he undoubtedly had relations 
with Rubens in 1611, there is nothing in his life or work to support so great a claim. 
He was a pupil of Adriaen Collaert. 

4 It is doubtful whether either was in Paris before 1655. 
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and Masson, forms the great triumvirate of the best period of French 
portrait. Edelinck did less original work than Nanteuil, and largely 



Fig. 55. — Robert Nanteuil. Portrait of C£sar D’Estn 5 es. 


reproduced paintings of Le Brun, Philippe de Champaigne, and 
Rigaud. 

Of his portraits one might particularly mention the Robert 
Nanteuil (after the master’s own drawing), the Philippe de Cham- 
paigne (of 1676), the Dryden (after Kneller), and Charles Le Brun 
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(after Largilliere). Always brilliant and seldom dry in manner, he 
just fails of that contained and calm forcefulness which makes 
Nanteuil’s work so convincingly great. 

He did more subject plates (after the old masters, Lebrun, etc.) 
than most of the portraitists, but the somewhat overdrawn sentiment 
of Lebrun (whom he largely reproduced) contributes much to diveit 
the interest of the modern amateur from the sound work of the 
engraver. 

Antoine Masson (b. 1636) is by far the least prolific of the 
great triumvirate, but in the quality of his work, which is almost 
entirely portrait, he is the more serious rival of Nanteuil’s fame. 
He started as an armourer, and perhaps never completely escaped 
a certain metallic stiffness in the handling of detail (e.g. the hair). 
Pla*es like the Guillaume de Brisacier of 1664, and the Henri 
d' Harcourt (both after Mignard), are as brilliant as anything of 
Nanteuil, but the vigour of the portrait is somewhat lost in the 
equality of the finish. Absolutely free from a similar reproach, and 
only slightly removed from Nanteuil at his strongest, are the magni- 
ficent prints of Pierre Dupuis (1663, after Mignard) and Olivier Le 
Ferre D' Or me s son (1665). 

On the purely technical side, the next generation of portrait 
engravers in France, as represented in the Drevet family, by no 
means fell short of the skill of the great triumvirate. In their 
command of the graver for the expression of surface texture they 
show an even greater virtuosity, but with it they lost much of the 
vigour of their predecessors as portraitists. 

In the setting of their figures they followed the painters in intro- 
ducing greater variety. But where the painter, by his command 
of colour, escapes the attendant dangers, the engraver who elaborates 
to the very corners of his plate cannot fail to destroy the concentra- 
tion of the portrait. How much more significance is possessed 
by an engraved portrait where subsidiary detail is unelaborated, 
may be seen by comparing the unfinished state of Cornelis van 
Dalen’s Charles II> (Fig. 57), with the later state, with its brilliantly 
realistic armour vhich puts even the penetrating visage of Charles 
into the shade. 

Of the Brevets (Pierre, his son Pierre Imdert, and nephew 
Ciaude) Pierre, the father, was by far the most powerful. His 
portrait of Rigaud, whose work he largely reproduced (see Fig. 56), 
is one of his most vigorous plates, while the Boileau Despreaux (of 
1706) may be cited as a typical instance of his brilliance in render- 
ing the tonic values of different colours and stuffs. In this latter 
quality he was even surpassed by his son, Pierre Imbert, but amid 
all the glister of silk and almost tangible softness of the fur in his 

1 The student should examine early states of a work like this (of which the British 
Museum has several impressions) as an example of the quality of the engraved line 
before the burr has been scraped away. 
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Cardinal Dubois (1724), there is a deadness and triviality in the 
essentials that sounds the knell of true portrait engraving. 



1 ig 56 — Pierre Drevet Port! ait ol H\acimhe Rigaud (part). 

The development of an exaggerated fineness of technique led 
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logically to a corresponding reduction in the size of the plates as a 
whole, and this, combined with the growing practice of illustration in 
small books, led to the school of miniature portrait engravers of which 
Etienne Ficquet 1 (b. 1719), Pierre Savart, and Grateloup , 2 3 
were the chief exponents. With them the art of portrait engraving 
wheeled back, with the added adornment of eighteenth century taste- 
fulness in small things, to the ground which had been trodden by 
the Wierixes nearly two centuries before. 

The great French engravers of the best period were not without 
worthy rivals in other countries. Among the Germans, Jeremias 
Falck (b. 1609), a pupil of William Hondius, who had settled in 
Falck’s native town of Danzig, was one of the earliest to gain dis- 
tinction. He probably came immediately under the influence of 
Nanteuil and the de Poilly in Paris, but he never attained any of 
their brilliance in execution, preserving some of the breadth of 
Mellan’s style with nothing of its variety. He was a piolific worker, 
and in a life spent in many places, notably in the service of Queen 
Christina of Sweden, his portraits cover a wide and interesting field. 
The only other German portrait engraver whom we would refer to 
again is Bartholomaus Kilian (b. 1630). He had studied under 
the de Poilly in Paris, and is one of the few German engravers who 
reflected at all adequately the brilliance of the French school. 

In the Netherlands, which had led the way in the first half of 
the seventeenth century with engravers such as Vorsterman, Pontius, 
and Suyderhoef, the art remained on a higher level than it ever 
reached in Germany. 

Of the generation contemporary with the greatest French 
portraitists, one of the most brilliant was Cornells van Dalen the 
younger, of Amsterdam. His Charles II? after P. Nason (Fig. 57) 
is perhaps the finest engraving of the king that exists, and one of 
the most powerful portraits of the time. Two other portraits of 
English royalties (Henry, Duke of Gloucester , and James , Duke of 
York) point to a possible visit to England soon after the Restoration, 
but there is no certain evidence in the matter. A set of noble 
engravings after Venetian paintings (the so-called portraits of 

1 His system of engraving is absolutely that of the Dre\ets almost microscopically 
reduced. His portraits include many famous men of letteis ieg. La Fontaine, Voltaire, 
Rousseau, Corneille). 

2 His marvellously delicate prints (m all only nine or ten, executed between about 
1765 and 1771, e.g. Dryden after Kneller, and /. B. Bossuet after Rigaud) show 
curiously mixed methods. The best part of his work seems to be achie\ed by dotting 
with the needle, and perhaps with a very fine roulette through the etching ground, 
strengthening this after biting by dotting w ith the dry-point and getting some of the high 
lights by scraping. His grain looks deceivingly like aquatint, so regular is its surface, 
but I doubt if he used this process. He is said to have engra\ed on steel plates (see 
Bibliography i, the earliest example of the practice known, if the tradition is correct. 

3 See back, p. 148. 



Fig. 57. — Cornel is van Dalen the younger. Portrait of Charles II. (unfinished plate). 


probably the work of Van Dalen the younger : but his father of the 
same name, who worked in England between 1632 and 1638, occa- 

1 This is the Titian at Hampton Court. 
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sionally did such capable work (e.g. his Jehan Poly under de 
Kerckhoven of 1645) that a dogmatic attribution of the series to 
the one or the other is dangerous. 

Van Dalen, the younger, produced comparatively little, but his 
best work is on just as high a level as that of his more famous 
pupil Abraham Blooteling (b. 1640). The latter, however, is of 
far greater importance for the part he took in the development of 
mezzotint, so that we need do no more here than mention his por- 
tiait work in line. The same excuse may hold good for Gerard 
Valck, apparently Blooteling s pupil, though considerably his senior, 
who accompanied the latter to England in 1673. 

It is noteworthy how the first great English portrait engraver, 
William Faiihorxe (b. about 1616), who was some years XanteuiTs 
senior, passed through analogous stages of development. At the 
beginning of his career, possibly to some extent inspired by Glover, 1 
he closely followed the open style of Mellan. His earliest portraits, 
such as the Calthorpe of 1642, are much coarser than the French 
master’s work, but the best in this early manner ( e.g. Sir Thomas 
Fairfax), though heavier in line, are scarcely second to Mellan in 
vigour of presentation. 

During the Civil War Faithorne showed his loyalty to the king 
by serving under Robert Peake, 2 the earliest publisher of his prints, at 
Basing House. On its capture he was for some time held a prisoner 
by the Parliament, but continued his activity in engraving, which 
has left us portraits of both Royalist and Roundhead leaders. 
Towards the end of the ’foities he obtained leave to emigrate for 
a while, and his stay in Paris, under the patronage of Michel de 
Marches and with the inspiration of Nanteuil, was a momentous 
event in his life. Nanteuil was still in his Mellanesque period at 
the time of Faithorne s vi^it (1649-50), so that Faithorne may have 
got the real suggestion of his later style several years after his return, 
*>., if this took place, as is supposed, as early as 1650-51. The Sir 
William Sanderson (Fig. 58), the author of a book on drawing 
( Graphite , 1658), to which the portrait served as frontispiece, is one 
of the earlier in the more complex manner, in whose development 
Faithorne seemed to keep level with Nanteuil rather than to follow 
his leadership. In the next year come the splendid portraits of Sir 
William and Lady Fusion, showing him at the height of his power, 
which was seen at its best in the first decade after the Restoration. 
Several portraits of Charles II, one of the king s mistress Barbara 
Lady Castlemaine (of 1666), and the Thomas Killigreiv (prefixed to 

1 See ( hapter IV. p 138. 

2 This Robot t i later bn Robert! lVake, a hi other of William, who was also a 
print-seller, seems to l>e the son of a Rol>ert Ptake, who was serjeant-pamter to 
James I m 1612. According to IUgfurd’s MS life < -see P>nt Mus , Pag ford, Collec- 
tanea Typogmphica , Pt i\. Hail. 5910, ful. 135) the last-named was Faithorne’s 
first master. Cf. p. 137. 
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the 1664 edition of his plays), are brilliant examples. Faithorne 



Fir, 58. —William Faithorne Portrait of William Sanderson. 

seldom elaborated the modelling of his faces with the minute flick- 
work which gives so subtle a tone to NanteuiPs heads, but his 
power as a portraitist is scarcely less convincing. Even in technical 
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excellence there are few of the great portrait engravers but Nanteuil, 
whom he does not equal at least in virility. He suffers, however, 
more than Nanteuil and most of his school if he is to be judged 
by the hack-work of which he produced not a little. In the latter 
part of his life in particular, a certain falling off in power of engrav- 
ing is noticeable, unless we are to regard such portraits as the Henry 
Moore (1675) as partly the work of some pupil. 

Da\ id Lo^gan. An immigrant from Danzig, 1 David Loggan was a much closer 
imitator of French models than Faithorne, and he comes, perhaps, 
nearer to them in his brilliant portrait of Sir Thomas Isham (1676) 
than in many of his other plates, which are very unequal in quality. 
He holds a far more distinct place in the art of engraving in 
England for the excellent architectural prints of Oxford and Cam- 
bridge Colleges, in the Oxonia II lu strata (1675), the Cantabrigia 
II In strata (1690). 


Robert White. 


George Vertue 
and Jacob 
Houbraken. 


Lme-engra\ing 
superseded by 
mezzotint in 
popularity. 


George White. 
\\ 1 Ilium 
Faithorne II. 


With Loggarfs pupil Robert White, who produced a few 
sound plates and a multitude of poor ones, we come nearly to the 
end of English portrait engraving in line. At the beginning of the 
eighteenth century Gf.orge Vertue 2 was engraving portraits in a 
similar style to those of the Dutchman, Jacob Houbraken , 3 with 
whom he collaborated in Thomas Birch’s Heads of Illustrious 
Persons of Great Britain (2 vols. London, 1743-52), but they both 
showed a smallness of handling which takes all but historical interest 
from their work. 

During the last few decades of the seventeenth century line- 
engraving in England was gradually yielding place in popularity to 
mezzotint ; and when the mere reproduction of a painting is con- 
cerned, it must be confessed that the younger art possesses many 
qualities in its favour. Robert White himself published, but 
apparently never produced mezzotints. The changing fashion is 
significantly exemplified in his son George AVhite, and in the 
younger Faithorne, both of whom entirely discarded line-engraving 
for the new process. 

By the latter half of the eighteenth century the engraving of 
portrait in England was largely in the hands of the mezzotint 
engravers, though occasional works of almost equal merit were 
achieved in the lighter art of stipple. The revival of the classical 
manner of line-engraving led by Strange and Sharp in England, 
by Wille and Schmidt in France and Germany, and by Raphael 
Morghen in Italy resulted in the production of many portraits, but 
the dull perfection of their system seldom afforded anything but 
pieces of metallic brilliance which may be disregarded in the history 
of great portraiture. 


1 He was working in England certainly in 1658, perhaps as early as 1653. 

2 Of greater interest as an antiquary, engraver of antiquities, and as the biographer 
of English artists. 

3 He engraved the plates to the Groote St honburgh tier nederlandsche Konsi- 
scfulders en j childere^en < 1718-21 ; by his father, Arnold Houbraken. 
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The eighteenth century is sufficiently barren in portrait etching 
of any freedom and vigour of execution, and almost the best is to 
be found in that of Jonathan Richardson the elder, Worlidge, 
and Benjamin Wilson in England. But their etched work is 
pervaded with the spirit of dilettantism, and it is not until the last 
century that we meet any renewed conviction in the value of etched 
portraits as a serious artistic asset to bear comparison with portraits 
elaborately finished in mezzotint or line. There is a real life in the 
dry-points of Geddes, but the great achievement to be recorded 
starts with the second half of the nineteenth century. On the 
continent of Europe the most interesting personalities in portrait 
etching are Albert Besnard and Anders Zorn. But in spite of 
the originality and vigour of their style and the brilliance of their 
powers of execution, they possess a certain Whistlerian remoteness 
trom human emotion in favour of mere decorative ideals, which 
militates against the creation of portraits of the first rank. In 
England there are Alphonse Legros and William Strang, one 
of Strang’s numerous pupils, and an artist of equal technical 
ability and remarkably versatile powers. Legros’s etched portraits 
are the greatest modern tribute to the noble style initiated by Van 
Dyck, and one of the chief glories of the art of the nineteenth 
century. 

More completely of the twentieth century is the work of Francis 
Dodd and Augustus John; Dodd, the author of many masterly 
dry-point portraits, and John, of a score of the most sensitive 
portrait etchings produced in recent times. 



CHAPTER VI 

THE MA31LRS OF ETCHING 

VAN DYCK AND RDM DU AN Dl — THEIR IMMEDIATE FREPEL EbSORb, AND '1 HEIR 
FOLLOWING IN THE SEVENTEENTH (TNI CRY 

(About i 590-1 700 ; 

The century, which saw the beginning of etching, was somewhat 
barren of work in which the distinctive qualities of the art are 
realised. There is a charm in the landscape etchers of the Regens- 
burg school, with all their curious affectation, blit their style was little 
more than pen-drawing reproduced on copper. Xor did Parmi- 
giano in his graceful and spontaneous work advance much farther 
in the understanding of the qualities of the etched line as distinct 
from mere penmanship. But in Meldolla and in the following 
of Titian there is a certain large energy and freedom of handling 
which show that some, at least, of the elements of good etching had 
been grasped more truly in Italy than by the Northern artists. 

It was in Italy, moreover, that etching seemed most worthily 
represented, whether by native artist or foreign settler, until, with 
the third decade of the sixteenth century, the two gieat masters of 
etching suddenly spring into being, full-grown, as it were, from the 
head of Zeus, so inexplicable is their genius for the art, when one 
considers the slender foundation on which they built. In the two 
etchers to whom we refer, Rembrandt and Van Dyck, the piesent 
chapter finds its climax. Meanwhile we will glance at some of 
their immediate predecessors in Italy and in Fiance, and at a few 
Southern contemporaries who went on their own way, occasionally 
imitating, but seldom really influenced by the achievements of the 
great Northern masters. 

Italy. The influence of the Carracci and their academic art tended 

rather to the revival of line-engraving than to encourage the less 
systematised art of etching. Both Annibale and Lodovico Cariacci 
Guido keni. etched a few plates, but they are quite unimportant . 1 Guido Reni, 
the most famous of the pupils of the Carracci, formed the real centre 

1 See Chap III. p. 113 
156 



GUIDO RENI— RIBERA— ROSA 


!57 


of inspiration for the etchers of the Bolognese school. Forming 
his style on Baroccio, in its combination of light line and dot. he 
produced many delicately etched plates which not only found many 
imitators in Italy, but remained the standard of style among French 
etchers for the best part of the century. There is a note of grace- 
fulness in his work, and in that of his followers, Simone Cantarini, Simone 
and Giovanni Andrea and Elisabeta Sirani, which fits the some- Q an ( ar i?‘‘ • 
what feminine sentiment of their art better than the largeness of an eiisabeta 
academic painting. It is the spirit which, at the end of the Siram. 
eighteenth century, in the followers of Angelica Kauffmann and 
her peers, found its most apt expression in the superficial charm 
of stipple. 

Most of the Bolognese painters produced some etchings, and of Guertino. 
the occasional executants Gcjercino is perhaps the most brilliant. 

But his two or three plates are nothing more than a repetition of 
the style of his drawing, with its sweeping line and its characteristic 
insistence on local emphasis in colour in the shading. 

Another etcher, Giovanni Francesco Grimaldi, may be men- G. F. Grimaldi 
tioned as the most prolific interpreter of the landscape of the 
Bolognese painters. 

The same type of work that characterised the followers of Reni Carlo Maraita. 
in Bologna was continued in Rome until the early years of the 
eighteenth century by Carlo Maratta. Here, too, we meet the 
st>le of the pen draughtsman transferred to copper, with no real 
appreciation of the latent qualities of the etched line. 

'The most individually interesting etchers in Italy during the Ribera, 
seventeenth century are without a doubt the Neapolitans, Jose de 
Ribera and Salvator Rosa. The former, a Spaniard by birth 
(“Lo Spagnoletto” he is called), studied in Rome under Caravaggio, 1 
the inspirer of the naturalistic school, from whom as a painter he 
no doubt acquired the tendency towards crude colouring and harsh 
contrasts of light and shade, to the chiaroscuro, which was so much 
more nobly developed by Rembrandt in the north. These less 
pleasing qualities do not, however, show in his etchings, which are 
done in pure line interspersed with dot work (as in Baroccio), and 
exhibit real excellence of draughtsmanship, with a considerably 
greater appreciation of tonic values, whether in the higher or lower 
gamut, than is shown by his Bolognese contemporaries. The best 
of his plates, the St. Jerome (1621), the Flaying of An teens (1624), 
and most brilliant of all, the Satyr and Silenus (1628), were done 
by the year in which Rembrandt dated his earliest etching, and 
in the twenty years that followed Ribera remained apparently little 
affected by the Northern master’s work. 

Of the versatile talent of Salvator Rosa — poet, actor, musician, Salvator Rosa. 

1 A few etchings are attributed to Caravaggio { e.g. Three Men in Conversation, 

16031, J U5t as a nd rough in manner as those attributed to his best Northern 
imitator, Glkard van Honthorsi'. 
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painter — we must not expect to find work of academic correctness 
of draughtsmanship. But with all their carelessness of drawing, his 
etchings possess a vital energy and an insight into lifei which gives 
them irresistible charm and real value. His youthful adventures 
with the banditti, and a natural sympathy with the rough and ready 
life of soldier and peasant, were the inspiration for the most numerous 
type of his etchings, his studies of soldiery and camp life He pro- 
duced a considerable number of large mythological and historical 
compositions, like the Crucifixion of Toly crates of Samos (B. 10), 
and various etchings of the Philosophers of Antiquity , but in 
such ambitious plates his art suffers from the scenic and sensational 
tendency characteristic of the South Italian school. 

Benedetto The most outspoken imitator of Northern etchers in Italy was 

Castighone. the Genoese Benedetto Castiglioxe, who was born the year 
after Salvator Rosa (1616). Probably Van Dyck's work was the 
immediate influence that gave the direction to his art, but he could 
hardly have come into personal touch with the master. 1 In some 
of his studies of heads Castiglione shows that he knew his 
Rembrandt, but the technical character cf his plates has more real 
affinity with the attractive but conscience-less scrawl of the looser 
work of Lievens 2 than with the style of the master. 

Of greater interest than any native artists are two French 
etchers, Callot and Claude, who both did much of their work on 
Italian soil. 

Jacques Callot. Jacques Callot, of Nancy (b. 1592), happily knew his mind 
better and earlier than his parents, who had intended him for the 
Church. Twice the boy ran away from home, fired, perhaps, by 
reports from his friend Israel Henriet , 3 who was then studying 
in Rome, and each time he arrived in Italy before being caught. 
The first time he cast in his lot with a band of gipsies, and so 
contrived to reach Florence (1604). Here he seems to have 
aroused the interest and patronage of Cantagallina, but was too 
impatient to join his friend Henriet to stay in Florence many 
months. But his arrival in Rome soon led to discovery by some 
merchants from Nancy, and an enforced return was the result. 
His second truancy was less successful : he had only just crossed 


1 Van Dvck was m Genoa, w ith certain intermissions, in 'the period between 
1621-22 and 1625-26. 

2 Cf. e.g. the Resurrection of Lazarus as interpreted by either etcher. 

3 So according to Meaume, who places Hennet’s birth about 1590. If the date 
of his birth, as given in Belher and Chavignei ie’s Dictionary, is correct (16081, the 
story must be discredited. Henriet settled before 1629 in Pans, and became 
a prosperous print-seller. On Callot’s visit to Pans (1629-30) he seems to have 
obtained the light of printing and selling impressions from Callot’s plates On 
Callot’s death he must have had or come into possession of a large stock, from 
which he published impressions for many years, sometimes adding his name in full 

generally, however, merely Israel exc. on the plate On his decease in 1661, his 

nephew, Israel Silvestre. another and far more prolific imitator of Callot, inherited 
his stock, which also included much of Stefano della Bella. 
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the Italian border in the neighbourhood of Turin when an elder 
brother overtook him and turned him back. No parental 
prejudice could withstand this determination, and he was sent 
a few T years later (1608-9) to study art in Rome. 

He may have joined Henriet and Claude Deruet (another 
slightly older contemporary from Nancy, who later came under his 
influence) and studied under Antonio Tempesta in Rome. At 
least the particular direction of his art owes something to the 
multifarious subject-plates of that prolific but poorly-gifted engraver 
and etcher. Most of his time, however, in Rome (1609-11) 
seems to have been passed in a sort of working apprenticeship 
with his fellow-countryman Philippe Thomassin. In 1612 he 
moved to Florence and found more congenial inspiration in the 
studio of Giulio Parigi, an architect of French extraction, and 
the moderator of Medicean fetes, to whom he w r as, perhaps, 
introduced by his old protector Remigio Cantagallina. Both 
Parigi and Cantagallina were etchers, 1 and the centre of a 
group of artists who were at once purveyors to the pleasures 
of the court, and the illustrators of all sorts of ducal and 
popular festivities and pageants. Callot worked in this sphere 
until 1621, when he returned to Nancy, and, except for a short 
interval spent in Paris (1629-30), was settled here until his death 
in 1635. 

His early adventures with the gipsies (whose memory he 
perpetuated by four plates done some eight years after the event, 
i.e. in 1622), may have sharpened the genius for caricature and 
grotesque, which always characterised his mode of expression. 
His plates, mostly small, are very numerous, amounting to some 
1000 in all. He treats the widest range of subject, but he is 
most himself when depicting small figures in all sorts of garbs 
and poses (as in the Capricci di varie figure 2 and the Fantaisies of 
1634, M. 868-881), in his studies of Italian Vagabonds (M. 685- 
709), and in plates crowded with figures in spirited action, like the 
Miseries of Warp His topographical prints with military staffage 
are among the most important of their type, and of real artistic 
value. In the history of etching his work is a notable landmark, 
as it is among the earliest 4 in wfliich the practice of a second 
(or further repeated) biting w r as used to any extent. The 
varied tone of line achieved by this method opens possibilities of 

1 Giulio Parigi etched fewer plates than his son Alfonso. 

2 Meaume, 768-867. There are two sets of fifty plates. In the earlier, whicn 
was done in Florence about 1617, and is more prized by collectors, the prints were 
never numbered. He repeated the subjects in a second set after his return to 
Nancy in 1623. Impressions from the two sets are often found inaccurately 
distinguished. 

3 Two sets : />j petites Mi seres (Meaume, 557-563) of 1632 (see Fig. 59), and 
the larger plates, Les grandes Mist res (Meaume, 564-581) of 1633. 

4 He may have found his suggestion for the practice in the school of Parigi 
(eg. in Cantagalhna’s work). 
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treating atmosphere and distance, which few even of the greatest 
etchers have fully realised. 

In one other respect the technical character of Callots plates 
demands notice, z.e. in the combination of graver work with 
etching. Like Mellan 1 in line-engraving, Callot is the special 
exponent of the swelling line in etching. In part he achieves his 
variation in breadth by holding the echoppe at varying angles as 
he opens the ground, but this would be seconded by cutting 
through the ground into the copper before biting. Moreover, after 
the biting, the lines are frequently strengthened with the graver. 
Abrvham Bosse, the author of one of the earliest treatises on the 
art of engraving, 2 follows the same ideal in a middle course between 
etching and engraving. Bosse used etching to a considerable ex- 
tent, but his plates are far more truly in the engraver’s manner than 



Fig. 59 — Jacques Callot. From the smaller set of the Miseries of Uar. 


Callot’s. The practice of assimilating an etching to the character 
of an engraving was by no means uncommon at the period, and 
found its chief representathe in the Netherlands in Jan and 
Esaias van de Velde. The whole justification for their use of 
etching would seem to be the saving of time rather than the suit- 
ability of the process. 

della The most individual artist among the imitators of Callot was 
Stefano dei.la Bella (b. 1610), an Italian, who lived some ten 
years of his life in Paris (1640-50). Scriptural subjects, pageants, 
topography, hunting scenes, studies of figures and heads, are a few 
of the subjects which make up a work which is as numerous as 
that of Callot. His style is more essentially that of the etcher, 
his delicate line having less regularity, and being seldom strengthened 
by the graver. While imitating Callot in his treatment of subject, 
he tempers his technique with something of the lighter manner of 
the school of Guido Reni. 


* Who was six years Callot ’s junior. 


2 Pans, 1645. 
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Before leaving the group of “Little Etchers,” as we might term Wenzel Hollar. 
Callot and his following, we cannot omit notice of another, born the 
year after Rembrandt and outliving him by some eight years, who 
nevertheless seems entirely to have escaped the influences of the 
great master. Wenzel Hollar (born 1607, in Prague, whence he 
was driven in 1627 during the troubles of the Thirty Years' War), 
studied in Frankfurt (between 1627 and 1629) under Matthaus 
Merian the elder, the prolific etcher of topography, \ who had suc- 
ceeded soon after 1623 to the great publishing house of the de Brys. 

For a few years (1629-36) Hollar is found in Strassburg and 
Cologne. Then Thomas Howard, Earl of Arundel, the famous 
collector of works of art and importer of foreign artists, persuaded 
him to join him on his embassy to Vienna and return in his employ 
to England. Except for eight years passed at Antwerp during the 
troubles of the Civil War (1644-52), he spent the rest of his life 
in England, and died here in 1677. An artist of modest genius, 
the master of an extremely delicate technique, we have to thank his 
sane recognition of his own artistic limitations and his unrivalled 
industry for a work of over 2500 plates, embracing topography, 
architecture, 1 2 costume, portrait, in fact every conceivable subject of 
interest to the student of the seventeenth century, whether he be 
artist, antiquary, or historian. His work is almost entirely in pure 
etching, but it is etching executed with the close and careful finish 
that is more properly the part of the graver. In spite of the 
laborious tasks he set himself and was compelled to follow, much of 
his miniature landscape work has a wonderful charm, and in prints 
of figure and costume like the Four Seasons of 1643-44 (Parthey, 

606-609), ^e Ornatus Muliebris (P. 1778-1803), the Aula I 'everts 
(P. 1804-1907), and the series of Muffs (P. 1945-52), he shows a 
command of the needle for the expression of variety of surface value, 
which has hardly been surpassed even by Jacquemart. 

The second of our Italianised Frenchmen, the famous painter Claude 
Claude Gellee (Lorrain), is a very different genius from Callot, Lonain * 
but it was probably from the latter that he received his first impulse 
towards etching. The faculty of rendering aerial effect is their 
closest point of contact, but one at least of Claude's earlier plates, 
the Campo Vaccino (of 1636), reflects as well much of Callot’s 
manner in the treatment of figure. 

Claude, who was born of humble parentage at Chamagne on the 
Moselle in 1600, seems to have started life as apprentice to a 
pastry-cook, and in Rome, whither he had come as a youth, he 
apparently profited of these credentials to enter the household of the 
landscape painter, Agostino Tassi. 3 But his talent did not fail to 

1 E.g. in Martin Zeiler’s Topographia , Frankfurt, 1642, etc. (in which his sons 
Matthaus and Caspar also took part). 

2 E.g. Dugdale's History of St. Pauls, 1658. 

3 A pupil of Paul Bril. 
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find its opportunity, and the servant soon became the pupil. 
With all his genius as a painter of landscape, he never developed 
that refinement of feeling which sees the greatness in common 
sights, but was for ever seeking Nature in her larger views and 
more magnificent moments, whose expression few achieve without 
theatricality and pose. His etchings, however, which number 
between forty and fifty, are the least theatrical of his productions, 



Fig. 6o. — Wenzel Hollar. The Abbey of Groenendael (part). 


and though by no means the work of a hand practised in the 
process, possess qualities of rare artistic value. They are even more 
essentially etcher’s etchings than those of Callot with the film, 
graver-like touch. Possibly in the delicate character of his etched 
line and in the irregular mesh of his shading, he may owe something 
to Adam Elsheimer 1 (a German painter settled in Rome during 

1 I.e. if the charming little landscapes ■with satyrs and nymphs (see NrWer 
Monogrammisten, i. p. 256, Nos. 4-6) are rightly attributed to A.E. Another pnnt' 
a Boy with a Horse, is handled with much greater breadth and more nearly in the 
manner continued by Pieter tan Laer. Probably Elsheimer etched considerable 
more plates than the few yhich are attributed, for Joachim von Sandrart (uho lived 
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the first two decades of the seventeenth century), whose influence in 
the development of chiaroscuro in painting was so much greater than 
his apparent achievement. 

The dates on Claude’s plates are limited to two periods of his 
life — 1630-37 and 1651-63. Very probably he had not etched at 
all before his return to Rome from a visit to Lorraine (between 
1625 and 1627), where he may have met Callot. 

Several of the etchings are spoilt by bad biting (eg the Country 
Dance , Duplessis 24), and it is seldom that really well -printed 
impressions are found. But in spite of these, the imperfections of an 
amateur in this branch of art, his best plates are incomparable 
works imbued with a feeling for the romance of rural life seen amid 
the classic associations of the Campagna. His wonderful power in 
the expression of atmosphere is seen perhaps at its best in the 
Cow-herd of 1636 (D. 8). By the delicate interlacement of line and 
subtle use of scraping, 1 one is made to feel the warm, mists that are 
rising at sundown, where the herd is standing knee-deep in the pool. 

In other plates, such as the Sunrise of 1634 (D. 15), Claude 
treats a more ambitious theme with almost equal success. His least 
pleasing etchings are those like the Cattle Drinking , , where the bold 
and open lines of the drawing show up the faults of figure drawing, 
which he never lost. 

Many of the painters influenced by Claude and Poussin, eg. Caspar 
Gaspar Dughet and Francois Millet, etched a considerable D n s het - 
number of plates, but they are essentially in the manner of the 
pen-draughtsmen, and have little real distinction as etchings 

Nor was the work produced in the school of Simon Vouet, who Simon Vouet. 
himself etched a few plates, of greater interest. Michel Dorigny, Michel 
one of the several son-in-law-pupils of the master, may be taken as ^oiigny. 
typical of a dull school. His manner of etching is suggested to 
some extent by the school of Bologna, but lacks the graceful spon- 
taneity of Reni’s touch. 

Just as the French engravers of the period transformed the 
character of their work by a liberal mixture of etching, so Dorigny 
and his followers seemed, on their side, bent on endowing the etched 
line with a regularity which should more properly belong to the 
character of line-engraving. 

In the school of Rubens, where the master’s aim was the The Rubens 
marketable and magnificent reproduction of his own works, 2 little Scho °h 


from 1629 to 1635 in Rome, and is likely to have had sound basis for his notice in 
the Teutsche Academic) makes more of his etched work than is warranted by what 
is known. Elsheimer's chief interpreters in etching and engraving are Jan van de 
Velde and Hendrik Goudt. 

1 Perhaps, as Seymour Haden ( About Etching ) suggested, he may in places have 
roughened the plate with punnce-stone and scraped out the lines of light (in essentials 
a rough attempt at mezzotint). 

2 See Chap. IV. pp. 126-8. 
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encouragement was given to etching. A few etchings are attributed 
to Rubens himself, three with some show of reason, a St Catherine 



Fig. 6i — Claude Lorrain. Peasants dancing under the Trees (part; 


in the Clouds , an Old Woman and a Boy with Candles , and a Bust 
of Seneca . 

The first, which is the most powerful work of the three, is signed 
in its second state P. Paul Rubens fecit. In composition it corre- 
sponds to one of the ceiling paintings done by Rubens for the 
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Jesuits’ church at Antwerp in 1620, 1 a fact not entirely favourable 
to the originality of the etching. In respect of the second, 2 even if 
there is the etching of the master at the base, it is concealed in the 
dry elaboration of another hand. The bust of Seneca, which in 
its early etched state (before Vorsterman’s elaboration) is only known 
to exist in the British Museum, is by no means a brilliant piece of 
work, but is at least sufficiently near to Rubens’s draughtsmanship 
to render definite rejection unwarranted. 3 

A small number of etchings (some dated 1652) have been Jacob 
attributed to Rubens’s younger contemporary, Jacob Jordaens, but J ordaens - 
as his name only appears as inventor , there is no more certainty than 
there is honour in the attribution of plates which possess none of 
the buoyant vigour of his paintings. 

Works of a similar type, combining breadth of style with a light Cornells Schut, 
and open manner of etching, are best represented in Rubens’s pupil, 

Cornelis Schut (b. 1597). A somewhat younger pupil, Theodor Theodor van 
van Thulden (b. 1606), followed a similar path, reproducing and Thuiden. 
imitating the master chiefly in subjects relating to Scripture history 
and mythology, but he treated his plates with a heavier hand, and not 
infrequently intermixed graver-work with his etching. 

The landscape of Rubens and the Antwerp school found a Lucas van 
modest but unaffected interpreter in Lucas van Uden (b. 1595), Uden * 
who lived till some three years after the death of Rembrandt, his 
junior by more than a decade. His timidly etched plates are 
monotonous, diffuse, and lacking in significance, but they at least 
deserve honour for their complete freedom from all traces of the 
fantastic affectation which disfigured such of his predecessors as 
Hans Bol and Paul Bril. 

Quite in Uden’s manner, and generally found with the address Lodewyk de 
of Frans van den Wyngaerde (who published many of Uden’s prints), Vadder * 
are some plates by Lodewyk de Vadder of Brussels. Unless his 
plates fall quite in the latest years of his life, it is possible that he 
rather than Uden was the inspirer. 4 

Sir Anthony van Dyck (1599-1641) stands out as the solitary Van Dyck, 
great etcher of the school. Portrait etching had scarcely had an 
existence before his time, and in his work it suddenly appears at 
the highest point ever reached in the art. As we have seen in our 

1 No longer in existence. The whole series engraved by J. Punt after drawings 
by J. de Wit (water-colours in Lord Rendlesham’s collection and the Plantm-Moretus 
Museum, Antwerp, and sanguines in the British Museum). 

a Based on a picture in Lord Feversham's collection (Rooses, 862). The 
signature on later state of print merely claims the design for Rubens (Pet. Paul. 

Rubenius invent t et excud ) A contemporary signature with pen on Paris im- 
pression, and an old tradition, ascribe the engraving to Pontius. 

J The original drawing for the etching (after an antique bust in the master’s 
collection) is in the British Museum. I am not at all certain that the old attribution 
of the etching to Van Dyck has not much in its fav our ; what more likely than that 
the pupil should try his hand in reproducing a drawing of this kind by his master 

4 I.e. if the dates given in our index are approximately correct 1605-55 15 gi'en 
as the period of Vadder’s life in certain dictionaries, but seems to have less authority. 
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description of the Iconography} Van Dyck’s influence seemed, like 
that of Rubens, entirely directed to the promotion of line-engraving, 
whether he would or not ; only, for that very collection of portraits, 
he etched some eighteen of the plates in a manner so fresh and 
personal, as to be entirely unappreciated by his contemporaries, and 
to find scarcely an imitator until the nineteenth century. Probably 
Van Dyck felt as keenly as we do now the greater significance of 
the pure etching to the elaboration of his engravers. But the public 
did not see it, and with all his artistic conscience Van Dyck was the 
artist for success, not struggle. So in the gradual development of his 
great scheme of a collection of contemporary portraits, the project 
of etching his plates was probably the earlier idea, which lack of 
appreciation inclined him to discard in favour of merely supplying 
the drawing to be reproduced by the line-engraver. 

Five of the etchings ( Pieter Brueghel the younger , Erasmus, 
J. de Mumper , J. Snet/inx, J. Susfermans) entirely escaped the 
engraver’s hand, except for rework in the later editions. Six more 
(Jan Brueghel , Frans Francken , A. van Moort, P. Pontius , Lucas 
Vors/erman, J. B . de IVael) remained unelaborated except for an 
engraved background which was added for the edition of Gill is 
Hendricx (1645), not before. Seven alone were elaborated 
throughout with the graver. To judge from the extreme rarity of 
the early etched states, three of these (A. Cornelissen , Antoine Priest , 
J \ Waverius 2 ) were almost certainly engraved earlier than the rest, 
and perhaps under Van Dyck’s supervision. 3 The remaining four 
heads ( Van Dyck} F Snyders , 4 P. de Vos , 5 and •IF. de Vos 5 ) were 
not finished until the edition of Giliis Hendricx, the portrait of 
Van Dyck being used for the title. 0 

Van Dyck’s settlement in London in 1632 and his position 
of court painter to Charles I. has made him seem almost a member 
of the English school, but the etchings were probably all, or nearly 
all, done in the six years immediately following his return from 
Italy to Antwerp in 1626, 7 so that their glory is entirely for Flanders. 

1 See Chap. IV. p. 128 

2 Engrav cd respectively by Vorsterman, P. de Jode, and Pontius. These three 
plates wete apparently not published in any of the regular editions of the Iconography 

2 Note, however, a MS date 1643 on an impression of the first state of the 
Waverius touched with the brush indicating the completion of the plate (coll, of 
Baron de Rothschild, Pans; reproduced, H. \V Singer, Etchings by Van Dyck , 
London, 1905}, which counsels caution. Each of the three engraved states had" the 
address of M. van den Enden. 

4 Engraved by J. Neeft's 

6 Engraved bv S a Bolsuert. 

6 I he portrait of Philippe Baron Leroy does not seem to have ever been issued as 
pait of the Iconography. This with two other plates, the Peed offered to Christ (Le 
Christ an Roseau) and Titian and his Daughter , make the sum of Van Dvck’s etchino- 
It may be mentioned that the original plates of the greater part of the Iconography 
were acquit ed by the Clialcographie du Louvre in 1851, and some impressions have 
been taken from them since that time. 

‘ After leav ing Rubens’s studio he had spent a few months in England (1621-22) 
in court employ ; the next three or four years were passed in Italy, chTefly m Genoa. 




1*10. 02 . — bir Anthunv \an D\ck. Portrait of Pieter Brueghel the \ounger. 
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Comparison His plates stand in marked contrast to most of Rembrandt’s 

of Van Dyck portrait work, where so much of the effect depends on close 
Rembrandt hatching. Van Dyck’s choice of open line liberally aided in the 
modelling of the face with bold dotted work, but with never an 
attempt at more than suggesting what a painter would elaborate 
by surface tone and chiaroscuro, seems even more suited to the 
medium of etching than Rembrandt’s subtly modelled figures. 
We say figures, because it may iustly be advanced against the 
latter that sometimes the intensity of the portrait is lost in the 
side interest of the setting. Van Dyck carries the principles of 
suggestion and concentration to their furthest issues, and if the 
resulting portraits lack some of the complexness that counts 
for much of the real humanity in Rembrandt’s work, thev are 
at least unrivalled in their presentation of the central character- 
istic which constitutes the whole man in the eyes of the 
world. The chiaroscuro method presents such difficulties to 
the etcher and so many chances of failure in the biting, that 
little less than the astounding technical skill of a Rembrandt 
is needed to ensure its success. Even from this consider- 
ation alone it is by no means astonishing that the modern artist 
has for the most part preferred to follow in the path of Van 
Dyck. 

Holland. Even less etching of value had been done in Holland during 

the sixteenth century than in Flanders, and the few who handled 
their plates with any freedom of touch (e.g. Vermeyen) had little 
else to recommend their work. It was well into the seventeenth 
century before the true etcher’s style was at all widely realised 
and developed. 

Esaias and Jan Two of the more interesting names among Dutch etchers during 
van de Velde. the fi rst quarter 0 f the seventeenth century, Esaias and Jan van 
de Velde, represent in Holland the technical position held by 
Bosse in I ranee. Their work is of a most varied description, 
ranging from Scripture and allegory to landscape and scenes of 
everyday life. Their figures are largely engraved, but their land- 
scapes, more particularly when they serve as mere backgrounds 
to a subject, are often in etching stiff enough in treatment, but 
scarcely touched by the graver. 

They were the first of the national school of landscape etching 
in Holland, finding few real followers in their manner of work, 
but taking a true lead in their appreciation of the virtue of their 
owm country and its people for the inspiration of their art. 

Adriaen van Landscape etching in a similar graver-like manner was being 

Stalbent. done in Flanders by Adriaen van Stalbent, while one of the 
few Dutchmen to work in the same style as the Van de Veldes 
Pieter Molyn I. was Pieter Molyn the elder, of Haarlem. In the latter in 
particular, is manifest the feeling tor surfaces of white light, which 
is an anticipation of the spirit of Tiepolo. 
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More as an engraver 1 than etcher, Jan van de Velde stands jan van de 
as one of the chief interpreters of the art of Elsheimer. Count Velde and 
Hendrik Goudt, an amateur of Utrecht, who worked for some HendnkGoud 
time in Rome, and engraved many of Elsheimer s compositions, 0 f Elsheimer. 
was probably Van de Velde’s immediate inspiration, and in fact 
one of the first of Dutchmen to broach the problem of chiaroscuro. 

Many of the prints by the Van de Veldes, eg. Jan’s series of the 
Elements of 1622 (Earth, Air, Fire, Water), reproduce designs by 
Willem Buytewech, who was, in his turn, another of the more Willem 
interesting of Rembrandt’s immediate predecessors in etching. Buytewech. 

In spite of stiffness and formalism there is considerable spirit 
in Buytewech’s figure subjects, and a certain decorative element in 
his little landscapes strikes a peculiarly modern note. 

Another etcher closely contemporary with the Van de Veldes Hercules 
and Buytewech, Hercules Seghers (b. about 1590), is far more Se S hers - 
original in his treatment of landscape, and quite remarkable for the 
freedom with which he handles the etched line, but he has not 
entirely escaped the mannerisms which characterised the work of 
Hans Bol and Paul Bril. Perhaps his tendency towards mountain- 
ous foregrounds and the panoramic elements in landscape comes 
from this source, but this factor deserved to survive, and formed a 
great inspiration to much of the landscape painting in Rembrandt’s 
school, to Philips Koninck in particular. Rembrandt himself must 
have appreciated Seghers’s work, for, as we shall notice later, he 
turned one of his plates to his own use, leaving the landscape almost 
entire as a background for his new subject. With all its charm, his 
style of etching is scratchy and lacking in concentration, short curving 
strokes being given a somewhat unmeaning and monotonous pre- 

1 As an engraver, too, Jan van de Velde did numerous small portraits in careful 
manner, which betrays the influence of Goltzius. In se\eral of these /, 

Torrentius , and that of his father, Jan van de Velde, the writing-master) he makes 
use of a kind of stipple for modelling the face. The portraits of Cromwell and 
Christina of Sweden, signed Velde sculp., which have also been attributed to him, 
are more probably by a goldsmith and map engraver of the same name who was 
working in Haarlem in 1642. The Christina is signed Velde sculp. Stockholmiae , 
and judging from the Queen's age cannot have been engraved before 1650. The 
Cromwell bears initials describing him as P{ rotector) R{ei-pubhcae), so cannot date 
earlier than 1653, the year m which he was given the title. The inscription 
Rombout van den Hoe ye exc. , which appears on both portraits, is that of a pnntseller 
who had a shop in Amsterdam in 1648. The dates seem to put the etcher, Jan \an 
de Velde, out of account, as he appears to have died soon after 1641. The 
Queen Christina is executed chiefly in line and with the roulette, but shows on 
the pillar and curtains a rough etched grain analogous to aquatint, as in the oval 
border of Sherwin's Catherine of Braganza. It has been called a mezzotint, and 
as we accept the term in denomination of Siegen's roulette manner, the classification 
may be allowed. The basis of the Cromxvell is also lme-engravtng; while the face 
is modelled with roulette work and by irregular dotting akin to stipple (as in the 
prints of the goldsmith Jan Lutma II). Hut it is most remarkable for the pure 
aquatint background, occurring as it does practically a century before the date usually 
given for the introduction of the process. And considering the presence of analogous 
bitten grains in the other plates mentioned, and the unity of execution throughout the 
plate, there seems no reason to regard the aquatint as a later addition. The only pure 
mezzotint bearing Jan van de Velde’s name is that of Dr. John Owen (C.S. p. 1668 1 , 
but this only has his name as printer or publisher, /. van de Velde exc. 
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Rembrandt. 


dominance. With such characteristics it is natural that he achieves 
the greater effect in smaller plates, such as the Hilly Landscape with 
a winding Road (reproduced, Jahrbuch , xxiv. p. 190). As a crafts- 
man he holds a unique position in being one of the first, if not 
actually the first, to make experiments in the combination of colour 
with prints from a copper-plate. He never seems to have printed, 
however, with more than one colour from the plate. He obtained 
his other tints by hand colouring the paper or the canvas, which he 
often substituted, either before or after the impression. 1 

The work of the Dutch etchers we have just described falls 
largely into the decade preceding the beginning of Rembrandt’s 
activity. Belonging to the same time one might mention a few 
other painters, like Pieter Lastman ( Rembrandt's master), Piei er de 
Grf.bber, and Leonard Bramer, who have left just a few etchings, 
but their work in this field is almost negligible, and even then, to a 
certain degree, perhaps due to the influence of the younger master. 
Other etchers of landscape, animal subjects, and genre, such as 
Roghman, Pieter van Laer, and Simon i>e Yeieuer, are again so 
little Rembrandt’s senior that their work will best be treated later in 
conjunction with the younger artists of their own following and style. 

It we except Van Dyck, whose etched work can only claim 
priority by one or two years, it must be confessed that Rembrandt 
received no great legacy in the conventions of etching, and the 
attempt to trace the origin of his remaikable comprehension of 
the varied capabilities of the medium amid the work of his pre- 
decessors finds little satisfaction. 

In the whole history of art Rembrandt stands out as one of the 
solitary and unapproachable personalities who have struck their 
own style, and stamped their influence, for good or for bad, on 
posterity. In his etched work his unique position is realised to 
even greater advantage than in painting ; for in the latter sphere 
Frans Hals, his senior by a few' years, was not far behind in 
brilliance of brush and incisive delineation. But among contem- 
poiary etchers there was no one who combined the same mastery 
of medium with a tithe of his significance of expression. In fact, 
no worthy rival in this field can be found before the last century, 
and then in whom but \\ histler ? But in the range of his genius 
Rembrandt still stands alone. Let him handle the most moment- 
ous scene from Scripture, a landscape, a piece of genre, the slightest 
study of still life all alike are illumined by a power which never 
fails to pierce to the heart of things. 

Rembrandt Harmenszvan Rijn, born the 15th July 1606, 2 was 
the son of a well-to-do miller of Leyden, Harmen Gerritsz van Rijn. 

* I* or the strict definition of colour-print and Seghers’s position, see pp. 305-6. 

Accoiding to a contemporary authontv, Orleis [Betchnji w^e van Leiden, 1641, 
p. 341), he was boin on 15th July 1606, hut an official entry in relation to his 
marriage in 1634 gives his age at the time as 26, which inclined his biographer, 
v osmaer, to accept 1607 as moie likely to be correct. An inscription 111 the artist’s 
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His first master was Jacob van Swanenburgh, of his own town, 
under whom he is said to have worked some three years. Later 
(about 1623-24?) he studied under Lastman in Amsterdam, accord- 
ing to Orlers for the short space of six months, — a fact by no means 



FiG. 63. — Rembrandt. Portrait of himself. Unfinished state, touched by 
the artist. 


improbable in view of the striking independence of Rembrandt as 
an artist, and of the small trace of outside influences even in his 
earliest work. At what time Rembrandt actually started practice 
as a master in Leyden is uncertain, but he was already dating his 
pictures in 1627, an< ^ bv 1628 Gerard Dou, who was destined to 

own hand, Act 24 Anno 163T, on an impression in the British Museum of the 
port) ait of himself in a cocked hat (B 7, second unfinished state; tig. 631 is, of 
course, consistent with either date. Houbraken gives 15th June 1C06. 
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The first 
period. 


The second 
period. 


The third 
period. 


become famous, is known to have been his pupil. It is significant 
of Rembrandt's individual genius that, in an age when every young 
artist was supposed to visit Italy, a pupil of the classicist, Eastman, 
despised the conventional tour, convinced that the true realisation 
of his own and of his country's art lay in the limited outlook of the 
Dutch interior, and amid the quiet beauty of uneventful land- 
scape. Throughout his whole work he made a scruple of being 
content with the types that lay to his hand. He never sought the 
external ideal of beauty through which the voice that touches 
humanity often loses its distinctness, appreciating a truth which has 
placed him at once among the perfect exponents of character and 
among the most powerful of religious artists, that physical realism 
is less a hindrance than an aid to the rendering of spiritual signifi- 
cance in art. 

Rembrandt’s etched work may be profitably considered in three 
periods, each of which possesses a predominant characteristic. 
In the first period (1628-1639), the P ure etched line is the 
commonest medium, and there is a certain carefulness and even 
timidity in the draughtsmanship with which the younger artist is 
wont to belie exuberant passion. By 1640 work with the dry- 
point, which was beginning to be seen towards the end of the 
’thirties, becomes a significant factor in his style, and its use in 
heightening the effect of light and shade is little by little more 
adequately realised. Attention to the tone of the whole composi- 
tion, apart from the mere design, is characteristic of Rembrandt’s 
developing power, though this end is still gained largely by means 
of close lines of shading. In the third period (from 1651 onwards) 
there is a remarkable increase in the vigour and breadth of the 
handling. The lines of shading are more open, the forms less con- 
ventional, and the touch truer, more spontaneous and less evidently 
conscious. Dry-point is now used as much as etching, and chiaro- 
scuro, now of the first moment, though still rendered in some 
plates by closely hatched shading, is often achieved by a more 
summary method, which leaves much to the variations obtainable by 
means of a tint of ink left on the surface of the plate in the printing. 

During the last thirty years Rembrandt’s collected etchings have 
passed through the fire of the severest criticism, which has resulted 
in a far stricter definition between the authentic work of the master 
and that of pupils or assistants. One of our most distinguished 
amateurs and etchers, Sir Francis Seymour Haden, led the attack on 
tradition, and the attempt at a chronological arrangement, 1 which he 
practically promoted in the 1877 exhibition at the Burlington Fine 
Arts Club, has no doubt facilitated juster comparison. 

Although Bartsch’s list (which includes 375 plates) has tradition 
on its side, it must be remembered that the earliest catalogue, that 

1 Initiated by Vosmaer (1868). The British Museum is still alone among the 
large collections of Rembrandt in its practical conversion to this principle 
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of Gersaint, containing 341 u authentic” numbers, was compiled by The 
a dealer whose capabilities as an auctioneer meet peculiar praise in catalogues 
the preface from the publishers Helle and Glomy, both of the same q Uest jon 0 f 
profession, who themselves made considerable asterisked additions, authenticity. 
Houbraken’s collection, which was Gersaint’s basis, had all the 
authority of direct descent from Rembrandt’s friend, Jan Six, but it 
is only natural that it should include much unsigned work done 
in the master’s studio, a certain temptation to the not unbiased 
iconographical pioneer. 

Middleton, with his 329 plates, 1 is possibly still too generous, 
while Legros, the leader of the extreme left in the destructive ranks, 
who has left us a paltry 71, seems in his reliance on a personal 
feeling for technical excellence to have thrown aside the whole 
weight of history. 2 On the principle of admitting all plates which 
show any trace of original etching by the master (i.e. including those 
in which the original work is disfigured by superadded etching, and 
those in which the secondary parts are by assistants), we are inclined 
to accept some 293 plates, i.e. about thirty more than Seidlitz allows 
as authentic. 

The etchings, whose authenticity has been most debated, are 
the rough studies (largely beggar-men and women, and portraits) 
executed in or about 1631. The signature on certain of these, 

(Ri in stiff letters, is quite unlike the lightly written ^S, r> which 
Rembrandt uses in this early period ; but in spite of this difficulty 
which can only be explained in certain instances as the addition of 
a later or pupil’s hand who reworked and disfigured a plate lightly 
etched by the master, I still incline to a somewhat conservative view. 

Though executed in an unusually broad and coarse manner (e.g. 
the Lazarus Klap , B. 1 7 1 ), certain of them, such as the Tobit 
(B. 153), have the real spirit of Rembrandt’s best work, and with all 
the coarseness of its line, the Two Beggars Tramping (B. 154) dis- 
plays a sense of motion and a swing quite beyond any of the possible 
collaborators of the master. The consideration that one of the 
Five Studies of Metis Heads on one plate (B. 366) could not have 
escaped rejection, were not the others so characteristically Rem- 
brandt’s, will help to check the over-confident critic. Rightly esti- 
mated, certain of them may be mere trials in technical methods, 
which by no means imply a retrogression on the delicate workman- 
ship of the earliest dated etchings. The large portrait of himself 

1 Dutuit ancl Ro\ inski tnke, roughly, about the same position. 

2 See Clouse, Gazette des Beaux Arts,. 2 e p.T. xxxii. 508. For a slightly less 
extreme view, which stands in principle for Legros’ attitude, admitting about twice 
the number, see H. \V. Singer. R.’s RaJlernngen , Stuttgart, 1906. 

3 Probably R(embrandt) Hfarniensz) L(eideiisis). After 1632 the use of the mono- 
gram i'i discarded in favour of the signature Re ml ran{d)f ( van Rtjn being added on two 
plates, the large Raising of Lazarus of about 1631-32, and the Joseph's Coat brought to 
Jacob of about 1633). The date on the portrait of a Man in a zoidc-b rimmed Hat 
and Rnff{ B. 31 1), which bears the monogram, has been read by Seidlitz as 1638, 
but the old reading of 1630 is probably correct. 
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(B. 338), the earlier Peter and John at the Gate of the Temple 
(B. 95), and at least one of the Small Lion Hunts {B. 116) may 
reasonably be put in the same category. 

The earliest dated etchings to which allusion has just been 
made are the two small portraits of his mother (dated 1628), with 
which his career as an etcher most aptly opens. The presence of 
an already accomplished, if timid, technique need not be cause 
for wonder, for few self-respecting artists would not destroy their 
merely juvenile efforts. Possibly, however, some of the rough 
studies which are generally classed as belonging to about 1631, and 
one youthful portrait of himself (B. 27), may precede 1628 though 
solid evidence is wanting. 

Correspond- One of the etchings of his mother of 162S (the head full-face, 

ence of certain g 352) is very nearly akin to a picture in Mr. Sanderson’s collec- 
etchings with tion ( Bode 2 1 ). If not actually a matter of artistic principle, it is 
his pictures. the rarest thing for the true artist to finish a work in more than one 

medium. 1 It is only fair, however, to note the few cases which at 
least seem to form notable exceptions. The etching of Rembrandt's 
“ father ” in full face (B. 304) is in the closest connexion with a 
picture in Dr. Bredius’s coll., the Hague, though of course each may 
be taken independently from a sketch done at the same sitting. 
Then the Diana Bathing (B. 201) corresponds almost exactly with a 
picture in M. Warneck’s coll., Pat is (Bode 47) ; and the latest of the 
etched portraits, the Large Coppenol (B. 283), is identical, even in 
size, with a painting in Lord Ashburton’s coll. (Bode 456), and it is 
in the reverse direction, a fact which favours the theory that the 
picture was the basis for the etching. Two others, the large 
Descent from the Cross of 1633 (B. 81) and the Good Samaritan of 
the same year (B. 90), are also nearly allied and in reverse to paint- 
ings in Munich and in the Wallace collection respectively. The 
two last-named subjects, however, do not need the same excuse 
that the others demanded, partly because of the further question 
involved as to how far they are the work of pupils or assistants. 

The question of Much of the work in the Good Samaritan seems too feeble for 
^Vof^iHls t}ie master > expressive touch could hardly have perpetrated the 
or assistants S meaningless head at the window. That the chief variation from the 
picture, i.e. the addition of the dog in the foreground, is not in good 
taste seems to me little argument. There is nothing more char- 
acteristic of Rembrandt than the introduction of animals, dogs in 
particular, in grotesque attitudes in the foreground of some of his 
most serious scriptural plates, and our English sense of decorum 
may wrongly bias our judgment. Of the large Descent from the 
Cross there exist two plates : one, of which only three impressions 

1 Cf. Chap. I. (re Mantegna), p 57. The practice of a good modern etcher 
like Sir Charles Holroyd, who often uses the same composition for both painting and 
etching, inclines one to take the more practical view*. Except where inspiration 
means almost boundless power of creation and in\ention, as in the case of Rembrandt, 
the principle of economy cannot be forgotten. 
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are known (Amsterdam, Brit. Mus., Paris), so completely fouled in 
the biting as to be almost beyond criticism ; the second, 1 though 
sound and strong in its technique, betraying, at least in much of 
the minor work, a lesser hand than the master’s. 

Two other large etchings have generally been regarded by recent 
criticism as studio productions, the large Raising of Lazarus of 
about 1631-32 (B. 73), and the Christ before Pilate (B. 77), for 
which a grisaille in the National Gallery is the original study. The 
former plate displays great breadth and freedom of execution, and 
apart from the coarse shading and rework in the later states, the 
master may well be responsible for the whole. In the early state of 
the Christ before Pilate (dated 1635, only in Amsterdam and the 
Brit. Museum), the central group round Christ is curiously left 
white, and it is just this part, added later (the date being changed 
to 1636), which is the best work on the plate. No artist would be 
likely to proceed in the above manner- if the whole of the work 
were his own. The most reasonable explanation is that he placed 
the design and the plate in some assistant's hands, and then added 
the most important figures and harmonised the whole himself. But 
who were the assistants or pupils who helped him in the cases we 
have mentioned ? Ploubraken has left us a vivid picture of Rem- 
brandt’s “ waiehouse ” full of students in the early days at Amsterdam, 
but fails to shed any light on the problem at issue. Bol has been 
suggested for the Good Samaritan , but against this attribution has 
been recently urged, 3 that as his earliest signed and dated etchings 
belong to the year 1642, he could not have entered Rembrandt’s 
studio much before 1640, an inference which is not perfectly con- 
vincing. A different hand, with a sturdier but far less sympathetic 
and yielding touch, is to be remarked both in the second version 
of the Descent from the Cross and in the Christ before Pilate. Even 
if we were rash enough to disregard the traditional account 4 that 
Lievens was in England about 1630-34 (and he was already settled 
in Antwerp by 1635), there is nothing in the picturesque waviness 
of his line- work which would suggest his participation, while in 
Van Vliet’s signed engravings after Rembrandt’s early pictures 
(mostly dating between 1631 and 1635) there is j us t the hard manner 
seen in these two studio plates. Vliet was quite probably a pupil 
of Rembrandt in Leyden, and possibly an assistant to the master, 

1 The only plate in his work which bears the address of a contemporary print- 
seller (Hendrik van Ulenberg, a relati\e of Rembrandt’s wife, an art dealer wilh 
whom the master had dealings before leaving Leyden, and with whom he se*ms to 
have lived on his first arrival in Amsterdam). 

2 Cf. Durer, Chap. II. p. 73, note 2, remembering that the conventions of the 
line-engraver and the etcher are on different planes. But Mr. G. S. Layard rightly 
refers me to Meryon’s Stryge as a corrective. I would add here (1922) that my 
opinion tends to conservatism in relation to the Cjood Samaritan, and the large 
Descent from the Cross, and Christ before Pilate , and I am ready to believe that 
Rembrandt was entirely responsible for their etching. 

J Roever and de Vries, Catalogue of the Picture Gallery, Utrecht. 

4 Given by Houbraken and Walpole. Haden questioned the tradition on the 
grounds of the strange lack of work known to have been done in England 
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engaged perhaps chiefly in engraving, during the early Amsterdam 
period, 1 when Rembrandt’s success was the greatest reason for 
reproduction, and the best excuse for the dangerous policy of 
entrusting a growing reputation to the hands of assistants. 

The artist’s etchings of himself are very numerous in the years 
1 630*3 1. He poses in the most manifold garbs, and in all manner 
of expressions. Oriental costume and accoutrements always had 
a fascination for him. One of the finest examples of Rembrandt 
in such fancy attire is the etching of 1634 (B. 23),- where we find 
him standing in plumed hat, sabre in hand, represented with certain 
variations from his actual countenance, which mark it as a study 
rather than a portrait. 

Beside the portraits of his mother and himself, there are five 
heads of 1630 and 1631 (B. 292, 294, 304, 321, 263), as well as 
a slighter sketch on a sheet of studies (B. 374), which, according 
to Michel's identification with his father, Harmen Gerritsz van Rijn, 3 
reflects his leisure in these early years in the home circle at Leyden. 
The identification fails, however, to carry absolute conviction, and 
we incline to regard the sitter as a mere studio model. 4 

Of the happiness of his work in these early years we have proof 
in the studies of his first wife, Saskia. A small head nearly in 
profile (B. 347), dated 1634, the year of his marriage, is one of the 
most charming, exquisitely executed in pure etching. In 1636 and 
1637 there are several slighter sketches, and it is possibl) .Saskia 
who is taken as the model for the two studies called the Great 
and Little Jewish Brides (B. 340, 342), the latter being strictly a 
St. Catherine. Soon, alas ! the beginnings of Rembrandt’s troubles 
are heralded by a sketch of Saskia ill in Bed (B. 369). The artist’s 
foreboding depicted in the study dated 1639, Death appearing to a 
Wedded Couple (B. 109), was too truly realised. One of the most 
touching of all his portrait studies, the small Head of a Sick Woman 
(B. 359), is no doubt that of Saskia during her last illness m 1642. 

Apart from the studies of himself and of his family, Rembrandt 
did few portraits in etching in this early period, a contrast to their 
abundance in his work in oils. The portrait ot Saskia’s kinsman 
and guardian, Jan Sylvius of 1634 (B. 266), is the earliest, and 
certainly the least powerful. Comparison with the posthumous 
portrait of the same sitter (B 280) will show the advance Rembrandt 
had made by 1646, how much greater the sympathy and expression 
he now commands in the delineation of character. The whole 
figure is alive with the nervous intensity of the preacher. Three 
of his very finest portraits were executed about the same time as the 
second portrait of Sylvius, Ephraim Bonus (B. 27S), Jan Asselyn 
(B. 277) and Jan Six (B. 285). In each of these the power of dry- 

1 Cf , however, p. 184, footnote 

2 First state, three-quarter length, rare : later cut down to a bust in o\al. 

3 He died April 27. 1630. 

4 For fuither criticism, see A. M. Hind, Burlington Magazine, March 1906, 
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point and etching to express the subtlest gradations of tone is realised 
to the full. Rembrandt, perhaps, never surpassed these master- 
pieces in the balanced power they exhibit. In the Clement de Jonghe 
of 1651 (B. 272) he essayed a much more open style in pure etch- 
ing, possibly suggested by Van Dyck’s manner ; but it is an ex- 
ception, and henceforward he keeps consistently to the chiaroscuro 
treatment and the net-work of close line. The Jan Antonides ran 
der Linden (B. 264), 1 of 1665, and the Jacob Haaring (B. 274, 
about 1655 ?), warden of the debtors’ prison at Amsterdam (a pathetic 
token of Rembrandts happy intercourse in the midst of his diffi- 
culties), have all the balance of the best work of the middle period, 
while an even added expressiveness and vigour is seen in the Arnold 
Tholinx (B. 2 84, Fig. 64), the brilliance of the burr in the ex- 
tremely rare early impressions enforcing a wonderful significance. 

Analogous development may be traced in all the multifarious Subject : 
subjects that Rembrandt handles. Apart from the exceptionally genre and 
broad studies of 1631, his early etchings of genre are executed with scn P tural * 
an exquisitely delicate needle. The Bli?id Fiddler (B. 138, see 
Fig. 65) is a charming example: the dog bristles with life, “and is 
less grotesquely curled than usual with Rembrandt. It is a style 
which culminates in such work as the Quacksalver of 1635 (B. 129), 
while even before that date a boldei manner is appearing, c.g. in the 
Rat- Killer of 1632 ( B. 1 2 1 ). 

Leaving out of account the large studio-plates, his early scriptural 
subjects show just the same characteristic delicacy of execution. 
Comparison of the Christ disputing with the Doctors of 1630 (B. 66) 
with his etchings of the same subject of 1652 and 1654 (B. 65 and 
64) will serve to emphasise the particular properties of both, periods. 

In the middle of the ’thirties we see a tendency to greater breadth, 
through the scriptural series of 1634-35, with their reflection of 
types used by Rubens, to the large manner of the Death of the 
Virgin of 1639 (B. 99), a work in which dry-point is beginning to 
be used with effect. At the outset of the second period Rembrandt 
returned to plates of more modest compass : but how much 
power is gained by economy and concentration of line may be 
remarked in the small Raising of Lazarus of 1642 (B. 72), one 
of his most perfect compositions. The slightly later Entombment 
(B. 84) discloses a growing freedom of design, and the intimate 
force of the artist’s sympathy touches here the calmer depths of 
grief, which appeal to the Northerner so much more truly than the 
harrowing and theatrical distress of so many Italian entombments. 

Meanwhile tone is becoming a factor of increasing import. But 
in the subject etchings of the middle period (as in his^ portraits up 
till the last), it is still achieved by the use of closely hatched lines 
of shading. The method is well exemplified in the shaded 

1 Now recognised as based on a picture by A. van den Tempel and intended as a 
frontispiece to Van der Linden's Works, though apparently ne\ei published as such. 

It is the only instance of Rembrandt reproducing another painter s N\ork in his etching. 
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portions of the unfinished plate of Rembrandt drawing from a 
Model 1 (B. 192"), though these very portions of this interesting 
etching may be a pupil’s addition to the master’s preliminary sketch. 
The treatment is still essentially the same in the culminating work 



Fig. 64. — Rembrandt Poi trait of Arnold Thohnx. 


of the period, if not the crown of his maturest activity, the 
Christ with the Sick around Him , receiving little Children (B. 7 4). 2 

1 'I he original drawing fur this plate is in the British Museum 

2 Commonly known as “The Hundred Guilder Print,” already its recognised 
title early in the eighteenth century, apparently originating in the price it once 
realised in an auction (see C H. de Greet, Urkunden , Xo. 390). 
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Criticism is almost impertinent in the face of a masterpiece that 
must make a Listing impression on all who know it. Suffice it 
to say that it embodies the whole range of Rembrandt’s human 
sympathy, his appreciation of the manifold phases of human 
character and emotion, from the mother with the child that first 
elicits the divine help, to the group of curious onlookers lolling and 
chatting on the left. Of the first state of the plate, before certain 
cross lines on the ass's neck, only nine impressions are known, 
and the price, some ^1750, which was recently paid for an 
impression is scarcely an exaggeration of its comparative artistic 
value. Late in the eight- 
eenth century an English 
amateur, Captain Baillie, 
acquired the plate and 
restored it from a debili- 
tated condition to a degree 
of likeness to its early state 
that is no little testimony 
to his deftness. 1 From the 
standpoint of etching as an 
art, it must be confessed 
that the tendency which 
has here its embodied ideal 
has found fewer followers 
than the phase into which 
Rembrandt was about to 
enter. No small praise 
for the bulk of modern 
etching is implied in the 
expression of our belief, 
that in this latter develop- 
ment Rembrandt was real- 
ising more truly than ever 
the capabilities and limita- 
tions of the etcher’s art. A 
few significant lines may often express what would be sacrificed by 
more. This bolder style is seen in its purest form in the Christ 
appearing to his Disciples of 1650 (B. 89), and with the warmer 
effect added by dry-point, in the Christ between his Parents , return- 
ing from the Temple of 1654 (B. 60, Fig. 66), where every element 
of the scene, from the leaping dog to the cattle watering at the 
stream, lends a vividness to the whole. But it is seldom in this 
period that the pure line is left to accomplish its own effect, being 

1 Impressions from this resurrected state of the plate are not uncommon. I he 
plate was alterwaids divided, and prints taken from the different pieces. One of the 
best copies of the original work is that of Ihomas Worlidge {signed I . \\ . in the 
light lower corner) 



Fig. 65. — Rembrandt. The Blind Fiddler. 
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generally wrapt in a mysterious covering of chiaroscuro, which 
changes with each impression. Rembrandt has come to realise the 
wonderful quality and liquid purity of the surface tones which can 
be gained by leaving ink on the surface of the plate. The method 
is attended by much uncertainty, and in so far is less satisfactory as 
an element in etching or engraving ; but the variety of effect open to 
the etcher, who so to speak paints his plate, offers an undeniable 
fascination to the artist who prints his own plates. 

The most magnificent example of these “chiaroscuro” plates is 
the Large Crucifixion (“The Three Crosses”) dated 1653 (B. 78), 
where the introduction of an equestrian figure from a Pisanello 
medal, one of the most startling changes ever made in the progress 



of various states, is a characteristic example of Rembrandt's 
receptivity and readiness in adapting an alien idea to his own 
personal expression. 1 Similar to it in execution, apart from the 
tinting, is its nearly contemporary companion, the Christ presented 
to the People of 1655 (B. 76). The enormous differences of effect 
to be gained by the mere printing can be seen most pertinently in 

A For other examples of his power of adaptation note . Christ driving The Money - 
( hangers from the Temple (B 69), figure of Christ from a Durer cut (B 23') , The 
Lion- Hunts (B 114-116I, suggested by Rubens, the Oriental Heads { B. 286-289), 
after Lievens , St. Jerome reading (B. 104), the landscape alter Titian or Cam- 
pagnola , Virgin and Child with the Cat (B. 63), adapted from Mantegna’s 
Vug in and Child , see Fig 23 , Abraham entertaining the Angels (B. 29), based 
on one ot the drawings from Mohammedan- Indian miniatures, which is now in the 
British Museum , and, finally, the \erv appropriation of a plate by Segheis (see 
p. 1821. 
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the various impressions that exist of the Descent from the Cross by 
Torchlight of 1654 (B. 83), and the Entombment (B. 86). The rude 
treatment of form exhibited in these works, embodying a certain 
primeval simplicity and largeness of emotion, is one of the phases 
of Rembrandt’s style which has most appealed to the modern artist, 
above all to that school of etching of which Legros has been the 
leading spirit. This tendency to the grotesque in form contrasts 
strongly with the assumption that the nude is the best vehicle for 
the expression of human emotion in art, an assumption to which 
Rembrandt showed little leaning. Nevertheless, from first to last, 
he was a consistent, if a somewhat dispassionate, student of the 
nude : witness in his etchings the true but unpleasing studies of 
1631, three other plates of the middle of the ’forties, etched in 
strong pure line, and, finally, some of his latest prints, and the very 
last etching that he dated (the Woman with the A rrow of 1661, 

B. 202). One of these, from a far more pleasing model than he 
had used in the early studies, is reproduced (Fig. 67); it discloses 
his mastery in a sphere he did not affect. 

Rembrandt s landscape work, which was almost entirely pro- Landscape* 
duced during the twelve or thirteen years subsequent to 1640, is 
by no means numerous, but is in some respects his most fertile 
artistic legacy. There is some contrast here to the progress of his 
other work, most of the earlier landscape etchings (1640-45), from 
the oblong Cottage and Hay- Barn (B. 225) and the Windmill 
(233) of 1641 to the Omval (B. 209) of 1645, an d that master- 
sketch of Six's Bridge (B. 208) being handled in bold open lines 
with little shading. The Three Trees of 1643 (B. 212) is one of 
the rare examples in which Rembrandt attempted a positive 
rendering of cloud and atmosphere, a problem in which some 
modern etchers have been more successful, and it stands apart from 
his other landscape plates in its fulness of detail and pictorial 
character. The by-play of the lovers amid the bushes (which also 
occurs in the Omval) is a characteristic touch, and in no sense an 
indication, as has been suggested, of earlier work on the plate. 
Rembrandt’s keen eye for the living things about him, and his 
delight in the grotesque, is happily exemplified in the Hay-Barn 
and Flock of Sheep of 1650 (B. 224, Fig. 68), where early im- 
pressions full of burr show up a horse kicking on its back in the 
field. About the same date come a considerable number of other 
landscape plates, such as the Canal with an Angler and Two 
Swans (B. 235), and the Canal with a large Boat and Bridge 
(B. 236). They are mostly smaller and of closer workmanship 
than the earlier groups, but have an added richness in the burr 
from dry-point. The most perfect example of a similar method, 
somewhat bolder in touch, is the landscape of 1651 that goes by 
the name of the Go Id- Weigher s Field (B. 234) (i.e. the country seat 
of the Receiver-general Uytenbogaert, whose portrait Rembrandt 
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etched in 1639). Of course the traditional identification of this 
locality, as of several of the other landscapes, is not beyond 
question. Within two or three years from this date Rembrandt 
has ceased to do landscape as an end in itself a fact that no 



tiG. 67. — Rembrandt. Woman at the Bath. 


doubt speaks of his retired life in Amsterdam in these latter years 
His latest and broadest manner may be exemplified in the large 
Flight into Egypt of about 1653 (B. 56). The plate has a curious 
history, having been originally etched by Hercules Seghers with 
figures representing Tobias and the Angel. In most of the land- 
scape the unique manner of Seghers with the multifarious small 
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curving lines is still unaltered, but the additions in the clump of 
trees to the right are in Rembrandt’s strongest style. 

Before leaving Rembrandt we would take the opportunity of Quality of 
emphasising the differences of value which depend on the quality lm P ressioa - 
or date of an impression. A genuine print from an original plate 
may be artistically and marketably worthless, when a good early 
impression may be realising its tens of pounds, and a rare early 
state its hundreds. A considerable number of the original copper- 
plates are still in existence, and in unscrupulous hands are both 
a reproach to the master and a danger to the less critical public. 
Impressions from a series of eighty-five of the plates — in many 
cases much reworked — were published about 17S5 by the Paris 
engraver and dealer P. F. Basan, and near the middle of the last 
centuiy in still worse dilapidation by Michel Bernard. Seventy-nine 



Fig. 68. — Rembrandt Landscape with a Hty-Bain and Hock of Sheep. 


plates of this series recently came to light again in Paris in the old 
stock of Bernard’s successor. A portfolio of impressions was 
issued in 1906 by Alvin-Beaumont and Bernard, but except for 
a few of the etchings in open line, which are more amenable to 
rework, the result was heartrending. A clear appreciation of 
quality must always be one of the aims of the student, but unless 
he have facility for constant comparison of impressions, he will 
find that certainty of judgment is a slow and sometimes an 
expensive acquisition. 

Among the etchers who came under Rembrandt’s immediate Etchers of 

influence. Van Vliet, Lievens, and Bol may be specially noticed, ^ h ° o1 of 
r . ’ . ’ ' Rembrandt 

forming, so to speak, the inner circle of his school. 

J. G. van Via ft, though an artist of little merit, is the J. G. van Vhet 
closest follower of the master’s early manner. Whether he was 
a pupil of Rembrandt in Leyden, and, as has been suggested 
above, an assistant to the master during the early Amsterdam 
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period, are matters of mere conjecture, but neither are improbable. 1 
His series of beggars and peasants of 1632 and 1635 are coarse 
productions, but they are the nearest assimilation of Rembrandt's 
early work possible to this rude imitator. Between 1631 and 1634 
Yliet engraved a considerable number of Rembrandt’s pictures, 
certain of these plates (eg. Lot and his Daughters, B, 1) being of 


\ 



Fig. 69. — Jan Lievens. Portrait Study. 


value as the only surviving trace of certain lost works of the master. 

Jan Lievens, who was probably never a pupil, must have come 
into contact with Rembrandt before 1631 in Leyden, even if they 
did not meet as fellow-students under Lastman in Amsterdam. 

1 For arguments against the latter possibility see de Groot, Reperieriutn , xix. 
382. 1 he two towns are so closely connected that there is little reason why 
Vliet, even if he lived for the most part m Leyden, should not have been in 
constant connexion with Rembrandt in Amsterdam. 
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From 1631 tradition places him for a few years in England — his 
portrait of James Gaultier , a musician at the Court of Charles I., 
being perhaps an indication of the visit, — and it was here that he 
seems to have first come under Van Dyck’s influence. 

In 1635 he settled in Antwerp, and developed a completely 
Flemish style. A few large portraits which belong to this period. 



Fig. 70. — Rembrandt. The first “ Oriental Head. " 


eg, those of the poet Vondel and of Daniel Heinsius , are excellent 
works on the Van Dyck model, though with somewhat greater 
elaboration. They were published by Van den Enden, and are 
sometimes found inserted in later editions of the Iconography . 
Excluding the portraits, to which he must have devoted more care, 
the plates of his Flemish period disclose a distinct decline in 
artistic power, and are too often characterised by clumsy drawing 
and negligent craftsmanship. 
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The most interesting and problematical point of Lievens’s 
connexion with Rembrandt is seen in his four portrait studies 
(B. 2 1, 1 2 20. 18, 26), which correspond in reverse to “ Rembrandt’s ” 
four Oriental Heads of 1635 (B. 286-289). The method of treat- 
ing the background in both series (especially in the first head, 
reproduced in Fig. 69) with meaningless wriggling scrawls, is so 
distinct a characteristic of Lievens that the most reasonable 
solution seems to be that the “ Rembrandt ” etchings are school 
copies of Lievens's plates, retouched bv the master’s hand, as the 
inscription Remb/andt g eretuckeert seems to imply. Only in one 
case (B. 289) does the conjectured copy surpass the original, and 
even here the R may not be more than a mere studio signature, 
though it must be confessed that the work is worthy of Rembrandt. 
In early work, such as the Raising of Lazarus , Lievens exhibits 
a true feeling for Rembrandt’s ideals, and considerable technical 
accomplishment. 

The earliest signed etchings of Ferdinand Bon, who was born 
at Dordrecht in 1616, are dated 1642, and it is natural to suppose 
that he had not been Rembrandt's pupil many years previously. 
The manner he at first adopts is closely formed on Rembrandt’s 
style of the middle of the ’thirties, e.g. the Bust of an Old Alan of 
1642 (B. 9) is comparable to Rembrandt’s study of himself 
with raised sabre of 1634 (B. 18), while Bol’s Hour of Death 
(B. “ Rembrandt,” 108) has just the same light, sinuous touch as 
the master’s Death appearing to a Wedded Couhle of 1639, and 
for his Sacrifice of Gideon (B. 2) Bol directly borrows from the 
figure of the kneeling Tobias in Rembrandts etching of 1641. 
Moreover, Bol’s assisting hand has with reason been suspected in 
work of the late ’thirties, such as the portrait of Uytenbogaert , the 
Gold-Weigher , of 1639. Some of Bol's portrait etchings about 
1640-55, e.g. a Philosopher meditating 2 of 1653 (Fig. 71), display 
a delicate touch and charm of manner, — praise which cannot be 
meted to much of his later work in oils. 

Before leaving the school of Rembrandt, we would just refer 
to a considerably later etcher, Carel de Moor, of Leyden 
(1656-1738), a pupil of Dou, whose few etched portraits possess 
a real distinction of manner. Technically, they stand midway 
between the work of Rembrandt and that of Lievens and Van 
Dyck. The portrait ot fan van Goyen (after Ter Borch) is a good 
example of his happy combination of delicate etched line with dot 
and roulette work. 

In Rembrandt the eye for the real things of life had been 
tinged with idealism. His constant aim was to make the scenes 
of Scripture, which touch the whole gamut of human emotion at 

1 After a Rembrandt picture in M. Wassennan’s coll., 1 ‘arib, which Bode 
(So 251 call*. R ’s Father, and dates about 1630 

2 Etched in leverse after a picture of 1652 in the National Galler) (No 679) 
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its deepest, live again in the light of his own experience, setting 
them in the surroundings of his own day. The perfect mingling 
of these two elements places him among the artists who may be 
said to belong to no country, but to the world. The one side of 



Fig. 71. — Feidmand Bol. Philosopher meditating. 


his art which is more essentially Dutch than any other, down- 
right realism and unaffected truth to nature, is followed up 

almost without a single side issue in the school of genre, with 
Ostade at its head, which gives us with unfaltering touch a full 

picture of the coarse and lusty peasant life in Holland during the 
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seventeenth century. The other half of the picture — life among 
the richer classes, which is reflected in the canvases of Ter Borch 
and Pieter de Hoogh — finds scarcely a representative in etching. 

Adriaen van Ostade, of Haarlem, was far more a painter than 
an etcher, but the plates which he has left all show a true apprecia- 
tion of the character of his medium. It is probable that, like many 
painters, he set too low a value on his etchings, not troubling to put 
them much into commerce during his lifetime. 1 This view would 
at least account for the rarity of early impressions, and it is only in 
these that their true virtue can be seen, as nearly all the plates have 
been many times heavily reworked. 

His etchings bear dates covering the years 1647-71,- but the 
earliest of these dates shows him already at his strongest. Probably 
some of the small studies of heads and single figures of peasants and 
the like may go back several years earlier. The very best of these 
single figures, the Man until the Hurdy-Gurdy (Dutuit 8), is dated 
1647. this, and in most of what we would consider his early 
work, Ostade bases his style on the delicate manner of Rembrandt’s 
earliest period. Like Rembrandt, he must have felt Callot’s 
influence in his treatment of single figures, though neither master 
imitated the Frenchman’s manner of line. 3 

Ostade seems as much at home in representing scenes in the 
open street as in his subtly lighted interiors. The Barn of 1647 
(D. 23) and the Anglers on a Bridge (D. 26) are almost the only 
plates in which the interest does not centre in the figures ; and in 
the latter he shows a mastery of landscape, an appreciation of 
distance and light, as true as anything in Ruysdael. 

Of his street scenes we may specially mention the Fiddler and 
the Boy with a Hurdy-Gurdy (I). 45) and the Fete under a Large 
Tree (D. 4S), where he combines his groups of peasants chatting, 
drinking, and dancing, before the inn and in the distance, with 
wonderful skill. On the whole his strongest work is seen in his 
interiors and smaller family groups. A charming example of the 
latter class is the Doll (D. 16), while he never did stronger line- 
work than the Paterfamilias of 1648 (I). 33), the Schoolmaster 
(D. 17) and Saying Grace of 1653 (I). 34, Fig. 72). The last 
mentioned is characteristic of his manner of strengthening his 
etched outlines with rather coarse dry-point work. 

Two of Ostade’s pupils, Bega and Depart, followed their master 
in etching, but neither shared much of his strength either of 
draughtsmanship or characterisation. 

Cornelis Bega is distinctly the stronger of the two as an 

] One or two, probably the more popular plates (e.g Ostade in his Studio), are 
signed in the later reworked states, A v Ostade fecit et excudit. 

- The Doll (Dutuit 16 ) may be later in the 'seventies ; the last figure is illegible. 

3 A much closer imitator of Callot's lineal manner in this school of genre is 
Pi El eh Jansz Quasi' of Amsterdam. 
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etcher, but Ostade’s vigorous line is changed for a delicate manner 
of etching which scarcely fits the coarseness of his subjects. He 
inclines towards square-cut, angular figures, whose peculiarity is 
emphasised by the clear definition of his light and shade. Never- 
theless, a plate like the Company in a Tavern (D. 35) shows that 



Fig. 72. — Adriaen van Ostade. Sajing Grace. 


his understanding of chiaroscuro in etching was such as would not 
put even Goya to shame. 

Corn elis Dusart is hardly so sound a draughtsman as Bega, 
and his deficiencies are more evident in the delicate line ot his 
etchings than in his numerous mezzotints. 

In genre painting Ostade had a brilliant but short-lived rival in 


Dusart. 


Brouwer. 
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Adriaen Brouwer of Antwerp (1605-38). It is probable, how- 
ever, that the few plates which bear his name are not original works, 
but etched by others after his compositions. In any case, they have 
little of the vigour or spirit one would expect from the painter. 

The same may be said of a large number of the plates with the 
name or monogram of David Teniers the younger. 1 There is no 
reason to doubt the one plate signed D. Teniers fee., i.e. the 
Festival (D. 1), where the coarseness, so often remarked, is largely 
the fault of later rework, without which they are so seldom seen. 
On the other hand, many of the plates signed D. Teniers in. et 
excuti., or with the monogram alone (a T within a D), are un- 
questionably etchings by other hands after his work. Some of 
them, indeed, have other signatures besides the above, clearly 
indicating another engraver (eg. I. L. Krafft F and an unknown 
IS 2 occur). 

We may return now to the school of landscape, which includes 
so large a portion of the best work done by Dutchmen, both in 
Holland and in Italy during the seventeenth century. 

Midway between the sterner manner of the Van de Veldes and 
of Molvn and the errant line of Ruysdael stand Jan van Goyen 3 
with the five or six landscape etchings which bear his name, 
Herman Saftleven, the draughtsman of the Rhine country, and 
Aixart van Everdingen of Alkmaar. The etchings of Everdingen, 
chiefly of Norwegian scenery, are among the most charming 
productions of the time. There is a purity in the line, an economy 
and significance in the drawing and anatomy of trees and foliage, 
and a feeling for tonic values, which is a rare combination at this 
period. A considerable number of his plates (more especially the 
illustrations to Reineke Tos) have received a kind of mezzotint 
grain on later states, probably added by Everdingen himself. It 
is an irregular grain which seems to be achieved in places by 
roughening the surface by something in the nature of a rat-tail file, 4 
while in other cases the tone may be due to mere surface etching. 
Two or three plates — e.g. the Three Monks (B. 105), a really excellent 
print — may strictly be regarded as mezzotint. ' 

Working in a manner less precise than the three preceding 
etchers, Roeland Roghman of Amsterdam is a noteworthy fore- 
runner of Ruysdael. Apart from his landscapes, his series of plates 
illustrating the mail service between Holland and the East Indies 

1 A valuable work of Teniers in connexion with engraving is the Theatre des 
Feint tires de D. T. . auquel sent ref restates les dtsvins traces de sa main et graves 
en curare far ses sotns, sur les origin a it x l /aliens que le ser Me Arehiduc a assemble en 
son Cabinet de la Cour de Bruxelles Brussels, 1660 fol. The engravings were 
mostly done by J Tioven, L. Vo ter man II., Van Ho\, Coryn Boel, and T. v. 
Ke^sd. The pictuies are now for the most p.ut m the Imperial Gailerv, Vienna. 

- D. 33-36- 

3 For some time a pupil of Esaias \an de \ elde. 

4 Others ha\e suggested that the roulette was used. 5 Cf Chap IX p. 267 
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has a certain historical interest. His line -work, especially in 
the drawing of foliage, is sometimes coarsely interspersed with 
heavy dots ; nevertheless he shows a finer feeling for nature than 
a more immediate predecessor of Ruysdael, i e. Anthonie Anthonie 
Water loo, who was held in such high esteem a century ago. Wateiioo. 

Though Jacob van Ruysdael was some twenty years and more Jacob van 
junior to both Waterloo and Roghman, his influence, at least on Rnysdacl 
the latter, may have been even greater than the debt he owed 
to them. He evolved a far finer sense of the delicacy of foliage 
and the structure of trees, revelling in the dwarfed and knotted 
oaks that cover the edge of the dunes near his native town of 
Haarlem, dunes whose serrated edge against the sky was all the 
inspiration needed for his pictures of mountain scenery. 



Fig. 73. — Allart van Everdingen. Landscape. 


His etched work, which does not reach a dozen numbers, is 
insignificant in extent beside the endless landscapes that he painted, 
but happily all his plates are in his least affected style, being for the 
most part studies of trees. They are remarkable no less for their 
grasp of masses of light and shade than for truth of line ; but let 
the student weigh his appreciation by comparing Ruysdael’s 
Landscape with three large Oaks of 1649 (Fig. 74), which is the 
very best of his work, with any landscape etching by Rembrandt 
between 1640 and 1645. The enormous strength and balance 
of the latter come out with renewed brilliance in the comparison. 

Ruysdael had many contemporary followers, such as Naiwynx Xniw\nv. 
and Verboom, but none who appreciated his special ideals so truly Verboom. 
as Crome and Theodore Rousseau in the nineteenth century. 

In the field of seascapes there are few etchers who display any 
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real freedom of style beside Reynier Nooms (Zeeman as he is 
called). His delicate etchings, which amount to a considerable 
number, are by no means all above a somewhat dull average level, 
but they attain from time to time a brilliance in the rendering of 
sea, sky. and cloud that has been rarely equalled before the 
nineteenth century. 

Besides marines, he did many architectural plates, and his views 
in Amsterdam and Paris are among the best etchings of their kind, 
as simply and significantly drawn as Canaletto. One of the Paris 
plates, the Ancienne Forte St. Bernard (L). 62), is reproduced 



Fig 74 — Jacob van Ruysdael. The three large Oaks, 


(Fig. 75), and will suffice to justify the appreciation of Meryon, 
who dedicated his Paris set to this “ painter of sailors.” 

Another Dutch artist, who excels in the painting of street 
scenes, Jan van der Heyden, is disappointing as an etcher. 
As a painter he anticipates Canaletto in his perfect drawing of 
architectural detail in the clearly defined outline and in the limpid 
skies, so unusual in the Northern artist, but there is little of the 
same exquisite power in his somewhat heavy plates. They have 
a curious interest in their unusual subject, being mostly streets seen 
in conflagration with fire-engines at work. 

Simon de Vlieger, who, as a painter, is best known for his 
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marine subjects, shows a different side of his talent in his prints. Etchers of 
He etched a few landscapes with as free a touch as Ruysdael, but animals, 
his chief work in the medium are his studies of animals, which are vhe^er. 
among the earliest etchings of their kind in Dutch art. The hand- 
ling of the needle is loose, but his drawing never lacks in life and 
energy. 

Aelbert Cuyp's etched work is very slight, only eight prints (all Aelbert Cuyp. 
sketches of cows) being known. His plates are of the smallest 
dimensions, and dashed off in the most summary outline, but they 
are full of vigour and significance. 

Paul Potter gave far more attention to etching than Cuyp, Paul Potter, 
and his plates are executed with infinitely more pains, but for all 
that they can hardly be regarded as of greater artistic value. If his 



Fig. 75. — Revnicr X coins (Zeeman). Porte St. Bernard, Pans. 


animals seem to lack in mobility, and verge on the statuesque, there 
are solidity, decision, and truth in his drawing which give him an in- 
contestably high position among animal draughtsmen of all schools. 

His noble plate of the dappled grey horse set against a background 
of a dark sky shows, moreover, a fine feeling for colour in black and 
white. 

Adriaen van de Vet be, of Amsterdam, takes a scarcely lower Adriaen van 
place than Potter as an etcher of animals. His touch is lighter, de Velde - 
sometimes more sympathetic, but lacks the other's strength. 

Though Adriaen is not known to have visited Italy, his art is infused 
with the same Southern atmosphere that distinguishes Berchem’s 
work. 

Hardly less important a branch of the school of Dutch animal Dutch etchers 
etchers is the group settled in Rome in the first half of the seven- 111 Itdl F- 
teenth century. Pieter van Laer (“ Bamboccio,” as he was called), 
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no doubt drawn to Rome by the fame of Elsheimer and his school, 
was with de Vlieger among the pioneers of animal etching. He 
stands, moreover, at the head of the half- Dutch, half-Italian school 
of genre, which took the peasant life in the Campagna for its back- 
ground. In the character of its production the school hovers 
midway between landscape and genie, seldom giving a really deter- 
mining emphasis on one side or the other. 

The activity of Elsheimer, Claude, and Poussin at Rome in the 



FlG. 76.— Paul Potter. Head of a Cow. 

early part of the century drew a host of young painters to the Southern 
capital. Their special achievement, the development of the ex- 
pression of light and atmosphere, was followed with considerable 
success by two Dutch etchers, Nicolaes Berchem and Jan Both. 
The work of the former was centred in the peasants of the Campagna 
and their flocks, while the latter uses these as quite unimportant 
staffage in his ambitious and idealised landscape compositions. 

Berchem studied painting in Holland under Pieter de Grebber 
and Jan van Goyen, but it is doubtful whether any of his etchings 
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(of which between fifty and sixty are known l ) are earlier than his 
visit to Italy (which probably fell in the few years immediately 
preceding 1649, when he seems to have been back in Holland). 
Such plates as the Shepherd pipings seen from the back (B. 6), and 
the Bag -piper and the Horseman (B. 4, sometimes called le 
Diamant) are good examples of his more delicate etching, prob- 
ably the earlier manner, where the subtle gradations of aerial tones 
are most skilfully rendered. Somewhat more broadly handled are 
plates like the Shepherd seated piping by a Fountain of 1652 (B. 8), 



Fro. 77 — NIcolaes Berchem. Title (before letters) to a set of eight prints of animals. 


and Cattle fording a Stream (B. 9), which show a Tiepolesque 
feeling for white light. Most powerful of all in line is the large 
print, the Cow standing in the Hater (B. 1), but his latest 2 manner, 
as seen in this plate, is scarcely as pleasing as the first. 

Jan Both was far more closely influenced by Claude, and in Jan Both, 
his few etchings aims even more definitely than Berchem at envelop- 
ing the whole landscape in suffused sunshine. 

1 Their dates cover the years 1644-1655. 

2 The reading 1680 for the indistinctly engraved date seems corroborated by the 
original drawing dated 1679 m *h e Dutuit collection. 
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A pupil of Berchem, Carel du Jardin, was a closer follower of 
Paul Potter than of his master both in manner and in his choice of 
subject, which was almost entirely limited to animals in landscape 
background. The Italian sunlit atmosphere is there, the impress of 
Berchem, and of his early visit to Italy, but the etchings may all, 
or nearly all, have been done after his return to Holland. The 
dates they bear cover the years 1652-1660, and he was certainly 
back at the Hague by 1656, settling at Amsterdam in 1659. 
He returned to Italy about 1675, and died in Venice some 
three years later. Du Jardin is a pleasing etcher, but looser and 
less convincing in technique than either Potter or Berchem. 

The spirit of Pieter van Laer on the side of genre was continued 
to a certain degree in Andrils Both, the elder brother of the land- 
scape etcher. Like Thomas Wijck, whose art also reflects the same 
influences in Italy, he had assimilated something of the spirit of 
Ostade and Brouwer, but was completely without their distinction 
of drawing. Thomas Wijck, who is found painting in London just 
before the great fire, may in some measure have felt the style of 
Salvator Rosa and the Neapolitan school of genre. 

Some of the best elements of the school of Elsheimer and 
Claude in pure landscape are seen in Bartholomeus Breenbergh, 
who is known to have been in Rome between 1620 and 1627. 
His master was Paul Bril, from whom he no doubt learnt the same 
clean and delicately bitten line that is found in Herman Saftleven 
and Everdingen. His small landscapes, with ruined architecture, 
chiefly taken from the neighbourhood of Rome, show a fine sense 
of light and shade, and are masterpieces in their limited way. His 
one large subject etching, probably a later work, Joseph selling the 
Corn in Time of Famine (printed from two plates), is handled with 
greater breadth, but hardly possesses sufficient strength of line for 
its compass. 

Later in the century the combined influence of Poussin, Claude, 
and the Carracci became conventionalised in a school of composi- 
tion which did not make for the true life of landscape art. Etchers 
like Abraham Genoels and Jan Glauber did solid work with an 
open etched line, and showed considerable taste. As in the case 
of Grimaldi, whose influence they must have felt, there is great 
facility combined with a sad want of natural and spontaneous 
expression. The art of the Netherlands, whose virtue lay above all 
in its realism and unaffected truth to nature, did not long survive 
the mingling with Italian ideals, and a certain superficial effect 
accomplished by eclecticism soon failed to cover its real decay. 
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THE LATER DEVELOPMENT AND DECAY OF LINE-ENGRAVING 
(From about 1650) 

In the eighteenth century, which forms the centre of this chapter Mixed methods 
and the next, pure etching and pure engraving are rarer than at any ofengiawng 
other period in our history. There are times when the combination and etchin §* 
of the two processes makes definition difficult ; but it is seldom that 
one element is not subservient to the other, and we are still, on the 
whole, justified in our classification. In the Turner school of “line- 
engravers ” we shall find etching quite the predominant medium, 
but even here a reason may be found to support tbe traditional 
designation. The same excuse will not hold good for the presence 
of the etcher Chodowiecki, but a section devoted to the subject of 
book-illustration will serve as apology for his inclusion in the present 
chapter. 

It has been remarked that the etching of Michel Dorigny and the 
school of Simon Youet tended, in its character, and, to some extent, 
in its mixed constitution, to encroach on the domain of line-engraving. 

On the other side there developed, at the same time, a school of 
engravers which made use of etching in conjunction with the 
engraved line, without, however, sacrificing the essential character of 
line-engraving. 

First seen in Holland in Pieter Soutman and his following in Pieter 
Haarlem, the practice was introduced in France by the portraitist Soutman - 
Jean Morin (d. 1650), while in the field of classical reproduction jean Morin, 
it found little response before Gerard Audran (b. 1 640), whose Gerard 
work lies entirely in the latter part of the seventeenth century. In Audran - 
some degree Audran’s more immediate predecessor in France, Jean jean Pesne. 
Pesne (b. 1623), who did both subject plates and portraits (eg. one 
of Poussin , of whose work he is one of the principal engravers), 
forms a connecting link between Audran and Jean Morin. 

In Audran’s plates the etched line stands on its own merit Comparison of 
alongside the engraved lines, giving variety to the tone and surface. j 5 t ^ ech " 

With etchers like Callot, Jan van de Velde, and Bosse, we have t h a t of ( allot, 
found the etched line to a large extent covered beneath rework 
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with the graver along the same furrows ; and the same may be said 
of the work of the engraver Cornelis Bloemaert, though here pre- 
liminary etching is a much smaller feature. In contradistinction to 
what might be termed the indissoluble compound of the latter group, 
Audran's work is a mixture whose parts can easily be separated by 
the eye. 

Few of Audran’s contemporaries in France followed his mixed 
style of engraving very closely. Guillaume Chasteau, Etienne 
Baudet, and Charles Simonneau were far more influenced by 
Cornelis Bloemaert, who had worked in Paris in 1630, and had 
many French pupils later, when settled in Rome. Theirs is the 
style of the great engravers of the Rubens school, somewhat simpli- 
fied in its scheme of shading by the influence of Mellan, and 
characterised by a tendency to a higher scheme of tone, more in 
keeping with the lighter grace of the French school of painting. 

Lebrun and Vouet inspired a great part of the reproductive 
engraving of Audran and his contemporaries, but neither formed in 
any sense a school of engraving as Rubens had done in Antwerp. 
Almost all the French engravers of the seventeenth century worked 
as largely after Raphael, the Carracci, Domenichino, and Reni, as 
after the native painters. 

The great prosperity of France under Louis XIV., the brilliance 
of the Court, and a renewed activity in great projects of building 
and decoration, did much to promote the arts of painting and 
architecture, and by a side issue largely increased the demand for 
engraving. Louis XIV., who by his purchase, in 1660, of the 
collection of the great connoisseur, Michel de Marolles, laid the 
foundation of the present Cabinet des Estampes in the Bibliotheque 
Nationale, conceived about 1670 the idea pf putting on record, by 
the medium of engraving, the monuments of his country, his 
gardens, his palaces and the art treasures they contained, in a collec- 
tion to be entitled the “ Cabinet du Roi.” The definite project of 
a complete record was never accomplished, but the scheme was 
continued, and survives to the present day in the Chaleographie du 
Louvre , where impressions can still be had from many of the old 
plates. 

A similar institution, La Regia Calcografia } was instituted in 
Rome in 1738 by Pope Clement XII., who purchased the stock 
of the de’ Rossi (a family who had been print-dealers for several 
generations in Rome) as a nucleus. Its original scope was the 
same as the Paris Chaleographie, i.e. the reproduction of monuments 
of national art. In the plates of the Piranesi, in particular, it 

1 Sue Ti march 1, Archivio Storico dell' Arte, i 224. Considering the essential 
aims of both the French and Italian institutions, it is to be regretted that the con- 
stitution of each, which seems to be restricted to the commission of engravings or 
etchings, has not been readjusted in relation to photography and photo-mechanical 
processes. 
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can boast a magnificent possession, though it had nothing to do 
with commissioning their work. 1 

While many of the greater classical engravers of the period, like Engravers of 
Edelinck and Audran, were commissioned to reproduce pictures for ornament and 
the Cabinet du Roi, the greater impetus was given, perhaps, to the designs Ur 
architect and goldsmith engi avers who found encouragement to 
perpetuate in prints designs of the most multifarious description. 

Jean Marot and his son Daniel Marot are among the more jean and 
distinguished of the architect designers who engraved and etched Daniel Marot. 
their own designs, while work by the greatest French architect of Michel 
the period, Jules Hardouin Mansart, is recorded in the prints of Hardoum * 
Michel Hardouin and others. 

In architectural ornament Jean Lepautre produced an e nor- Jean Lepautre. 
mously extensive work, amounting to well over 2000 prints. His 
plates are largely etched, but ornament etching seldom possesses 
anything of the genius of its medium, and he finds a natural place 
in this group. A slightly younger contemporary, Jean Berain, Jean Berain. 
engraved and etched some of his own designs, for the most part 
based on the style of the Loggie in the Vatican. 

The art of the goldsmith is represented in Gedeon and Gilles Gideon. 
L’Egare. The latter was perhaps not an engraver himself, but L'figar^. 
supplied many drawings to engravers, to L. Cossin in particular. 

Jean Baptiste Monnoyer, an assistant of Lebrun, and later Monnoyer. 
of Kneller in London, and Jean Vauquer of Blois, hold a distinct Jean Yauquer. 
place for their delicate prints of vases and flowers. 

In the Italian school a similar secondary interest attaches to Pietro Santi 
work like that of Pietro Santi Bartoli and his son Francesco ^^ t oi rancesc ° 
Bartoli, who are among the most prolific of all the engravers after 
antiquities in Rome. Antique reliefs in particular had always 
exerted a strong influence on the painters and engravers of the 
Renaissance. In the sixteenth century one is reminded more 
especially of the drawings of Polidoro Caldara da Caravaggio; 2 
designs of his were etched in the following century by Giovanni Galestruzzi. 
Battista Galestruzzi of Florence (b. 1618). The modern archi- g. b. Falda. 
tecture of Rome was represented in the etchings and engravings of a. Specchi. 
Giovanni Battista Falda (1648-91) and Alessandro Specchi, 
while the attractive field of Italian gardens may be studied in the venturini. 
etchings of G. F. Venturini of Rome and Bernardo Sgrilli of^gnUi. 
Florence. 

The logical development of Audran’s system found its real issue The Watteau 
in the eighteenth century in the school of engravers inspired by sch ° o1 
Watteau, Boucher, and Greuze, and by Watteau in particular. The b 

1 Cf. Chapter VIII. pp. 229-32. 

2 A set of some eighty prints of cups and \ases has been attributed to Polidoro on 
the basis of a monogram composed of PCAL ( Nagler, Monogra m misten , 1. 2242). 

They are probably not even the work of an Italian engraver In the Catalogue of 
the Kunstgewerbe Museum, Berlin (1894), it is suggested that they belong to the 
school of Ducerceau. 
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sparkling play of light on costume, which characterises Watteau's Fetes 
galantes , could only be rendered in its brilliance by the clear lines 
of engraving, while his landscape and the subtle varieties of tone on 
every moving form and figure needed the etcher’s freer touch to 
interpret. The whole quality of his work has never been reproduced 
better than by the engravers who developed Audran’s system of 
combined etching and engraving to its most delicate issue. They 
perhaps used more etching than engraving, but, for all that, the 
general character of the resultant work is essentially that of the 
line-engraver. Nephews of Gerard Audran, BexoIt Audran the 
elder and Jean Audran, contributed largely to the development of 
the particular style of engraving which marks the school of Watteau. 
The former seems to have engraved little after Watteau himself, 
while Jean’s work after the master is chiefly contained in the repro- 
duction of his drawings in Jullienne’s edition. Another pupil of 
Gerard, Nicolas Henri Tardieu, engraved more of Watteau’s 
paintings, and his Champs Ely sees and the Embarcation for Cythera 
(Goncourt 12S 1 ) are among the mo^t successful interpretations of 
the master’s work. 

There are many more engravers of the school who worked in 
just the same spirit with more or less distinction. But their 
respective work has so few marks of the engraver’s personality that 
we need hardly do more than mention C. N. Cochin the elder, 
Francois Joullain, Laurent Cars, Michel Aubert, and Pierre 
Alexandre Aveline as among the most skilful. Benoit Audran 
the younger (a Son of Jean) did far more than his father or uncle 
after Watteau. A particular class of Watteau’s work, the decorative 
panels with scenes galantes enclosed in dainty framework of scroll 
ornament, was, for the most part, engraved by J. G. Huquier, 
though a considerable number were also done by Jean Movreau, 
Louis Crepy, and Francois Boucher. 

Watteau's friend, the amateur Jean de Jullienne, did most to 
encourage the reproduction of the master's work. He had many 
engravings made after pictures in his own collection, and seems 
also to have obtained plates which may have been previously 
published by various dealers, to form a large collected edition of 
the master's work. This corpus, including two volumes of repro- 
ductions of drawings, 2 appears to have been completed about 1734, 
and issued in 100 copies in four volumes, at an original price of 
500 livres. 3 

It is difficult to define exactly what the two larger volumes after 

1 After the picture in the Imperial Palace, Berlin. 

2 Cf following chapter (p 248), where one of the etchings by F. Boucher is 
reproduced < Fig 02) 

3 See a prospectus in the copy of the work m the Bibl Nat , Paris. In 1739 an 
issue of the plates in 4 vois. was announced by the widow of Franfois Chereau for 
250 In res. 
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the paintings contained, as all the bound copies 1 that are known 
seem to show variations. Addition of later work, or the separa- 
tion of the various plates, is to be expected in a work of this kind. 

The miscellaneous engravers of the time who worked in much The reproduc- 
the same manner as the Watteau group are legion. Besides ^ polish 1 
Greuze and Boucher, whose works found almost the same interpreters paintings, 
as Watteau, the Dutch and Flemish painters of the seventeenth 
century were beginning to find favour in France. 

Wouwermans and Wynants found their engravers respectively in j. Moyreau. 
Jean Moyreau and N. B. F. Dequevauviller, while J. P. Lebas, ^ e . queN auviliei 
Pierre Francois Basan,'- J. J. Aliamet, P. Audouin are a few or j ( Ahamet. 
the miscellaneous reproducers of Dutch work. P. Audouin. 

Bernard Lepicik, J. J. Flipart (e.g. after Greuze), and Jean b. L<*pict£. 
Joseph Balechou (after the landscapes of Claude Joseph Vernet) J- J- 
may be mentioned as a few of the majority who kept somewhat 
more to the reproduction of the French school. 

The reproduction of classical paintings received an impetus from The gallery 
the popularity of the large gallery works 3 during the eighteenth " orks - 

1 It may be of use to specify the four bound volumes in the Butish Museum (of 
which I. and IV. belonged to John Barnard) : — 

(Yol. I ) II iF.uire d' Antoine Watteau . grave d'apres ses tableaux ct desseins 
originau x par les soins de M de Julhenne , a Paris, I ixt* a tent e.xemplaires de\ 
p rti lipreuvcs. limp. Fol ) Front. |i pi. > . Piefatory Verses (i pi ): and 113 
plates with addresses of the various publishers — F. Chereau, La Veuve Chereau, 

Gersaint, Duchange, Surugue, Huquter, Jeaurat. Including a series of 12 small 
plates { Figures de Modes) etched by Watteau himself, and other plates numbered m 
sepai ate series. 

(Yols. II. and III.) Figures de differents carac teres de /avsages et d' etudes dessmees 
d'apres nature . . Tome i ei . Tome 2 Iue . (fol.) Title, prefatory matter, portiait, 
and 350 plates, by F. Boucher, J. Audran, B. AudranlL, Caylus, and possibly 
lul lien ne and others. 

(Yol. IV. ) (Euvre des Estampes gravees d'apres les Tableaux et Desstins de feu 
Antoine Watteau . . 4' et demure volume A Pans chez Gersaint limp Fol.) 

hront (1 pi ) and 158 plates. Two of the plates in this volume are dated (K. 

Jeaurat, Pierrot content , 1728, and C. Dupuis, Leron d\ I //tour, 1734) Publishers’ 
addi esses various as in Yol. I. Though the two \olumesof figures de Jiff coraitt/es 
are distinct in size and \olume-numbcring, it seems clear from the preface that the) 
appeared between the tirst and fourth of the larger folios reproducing the paintings 

2 One of the most prolific publishers of the period. Cf. Chap. YI. p 183. Another 
publisher of the same time, and at onee one of the most distinguished collectors, 

Pierre Jean Mariette, desenes mention. He came of a stock that had been 
engra\er-printsellers since the middle of the seventeenth century He reproduced a 
few drawings in etching, but practised the art \ery little His father Jean (d 1742, 
aged 82 v ), and Pierre Mariette (d. 1657), who was probably his great-grandfather, 
had also been print seller-engravers, the latter marrying the widow of Francois 
Langlois (Ciartres) and continuing his business (which had published much of 
della Belial. The majority of their collection was acquired after the death of P. J. M. 
for the Bibliotheque Nationale (1775-76), but there was also another sale of part of 
the collection in London (1776). It is remaikable how excellent are most of the 
impressions bearing the name or monogram of the Mariettes. 

J We append here for convenience some of the other gallery publications, which 
occupied so many third-rate engravers at the end of the eighteenth and m the first 
half of the nineteenth century — 

A F. Gori, Museum Florentinum. Florence, 1731-66 (en. by C. Gregori, P. A. 

Pazzi, etc.). 
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century. The Dresden Gallery publication (2 vols. 1753 and 
1757) an d the Cabinet Briihl (Dresden, 1754) had given occu- 
pation to German, Italian, Dutch, and French engravers, while the 
two great French publications, Crozat’s Recueil d'estampes d’apres 
les plus beaux Tableaux et . . . dessins qui sont e/i France dans le 
Cabinet du Roy , dans celuy du Due d' Orleans et dans dautres 
Cabinets , 2 vols. 1729 (sometimes called the “ Cabinet Crozat ”), 
and J. Couches Galerie du Palais Royal (3 vols. 1786-1808; 
modern ed. 1858), were even more extensive. As a record of 
collections since scattered, the two latter are of great value. 

In the earlier part of the eighteenth century a less mixed manner 
of engraving, more like that of the Drevets and the portraitists, 
was represented in Charles and Nicolas Dupuis. Both did a 
few portraits, and Charles some plates after Watteau, but their 
chief work was the reproduction of the classical painters. Their 
reputation at the time seems to have been greater than their achieve- 
ment : both were invited more than once to engrave pictures in 
England, and the fame of Nicolas seems to have been considerable 
in Spain. Two of the leading Spanish engravers of the century, 
Manuel Salvador Carmona and Pasqual Pedro Moles, poor 
enough artists it must be confessed, were his pupils in Paris. 
Another somewhat older Spanish engraver, Juan Bkrnap>e Palo- 
mino, deserves mention as the illustrator of the Museo Pittorico of 
his uncle, the Spanish Vasari, Antonio Palomino de Castro y Velasco 
(Madrid, 1715, 1724), and as the first professor of engraving in the 
Academy of San Fernando, which was founded in 1 75 2. He produced 
a copious work, chiefly of portrait and miscellaneous reproduction. 

J. B. P. Lebrun, Galerie des Peintres Flamands, Ilollandais , et Allemands 201 

planches Paris, 1792-96. 

C P Landon, An nates du MusCe et de l Ecole Afoderne des / tea ux - A rts , 42 vols. 
Paris, 1801-24 (outline en by C Xormand, etc ); (cf. C. P. Landon, Vie et GEuvres 
des Peintres les plus ctlebns. Pat is, 1803-13). 

S. C. Cro/e-Magnan, .1/ usee Francois, Recueil templet des tableaux </ui competent 
la collection nationale . . . avec des di <cours histornjues sur la /cm line , la sculpture 
et la gravure. Paris, 1803-1 1. 

Caraffe, GaUne du Muste XapoUon ( Publte par Filhol, gra\eurl. Paris 
1804-28. 

R Gironi, Pinacoteca di Milano Milan, 1812-33 Icn. hy M. Bisi, G. Gara- 
vaglia, etc.). 

Reale Galleria di Firenze il lust rata (publ. by G Molim). Florence, 1817-33 
(outline en by P. Lasmio). 

C. Haas, GaUne Impenale ... a Vienne. Vienna, 1821-28. 

J. Duchesne, Musle de Ptinture et de Sculpture Paris, 1829-34 (outline et 
by A. R^eil). 

F. Rosaspina, Pinacoteca . . . in Bologna . Bologna, 1830 ten. by Rosaspina 
A Marchi, etc }. ' 

F. Zanotto, Pinacoteca . . . Vi 'net a Venice, 1832 (en. by A. Viviani, etc.). 

L. Bardi, Galleria Pitti . Florence, 1837-42 (en by F Rosaspina, A Viviani 
etc ). 

R. d Azeglio, Reale Galleria di Torino, Turin, 1838-46 (en. by M. Bisi, P. 
Lasinio, F. Rosaspina, P. Toschi, etc.). 

Galleria dell Accademui . . . di Firenze. Florence, 1845 (en. by D. Chiossone 
A. Perfetti, etc.) 
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The attempt to revive pure engraving of the classical style, with The classical 
an alloy of monotony in its new convention which heralded both Revival 
the decay of the art and an invigorating reaction in the century to 
follow, is the desert of Jean Georges Wille, a German engraver, Jean Georges 
who lived from his early youth in Paris. If he introduced any new 
element into the system of engraving, it is less in its constitution 
than in the regularity with which cross-hatching is interspersed 
with flick and dot, in the alternation of thick and thin strokes, in 
the manifold lighter hatchings over a square pattern of thicker 
lines. A plate in his broadest style, the Death of Alar k Antony 
(1751, after Pompeo Battoni), of which there are four states in the 
British Museum, may be studied with advantage to show the 
method of his work. One of the proofs has a special interest in 
being a gift of the artist to Woollett. In particular it should be 
remarked that the entire work from beginning to end is pure 
engraving. Wille did a few landscape and miscellaneous etchings, 
but in his engravings there is in general little of the preliminary 
etching which was developed more particularly by the English 
school. An example of his more finished style, the Strolling 
Musicians after Dietrich (1764), is technically on much the same 
ground as the Mark Antony, but in its closer engraving there is 
no room for the regular dot work which had occurred in the latter 
in the triangular interstices. Some of the background, eg. the 
foliage, is here bitten, but as a rule he leaves etching to such 
supplementary parts of the composition as the borders (e.g. La 
Tricoteuse Hollandaise after Mieris). 

A large portrait like that of the Conte de Saint Florentin (1751, 
after Tocque) shows him as brilliant with his gold brocade as 
Pierre Imbert Drevet, but the lack of any real artistic force is 
even more evident than it had been in the latter. And this was 
the master of the multitudes of line-engravers of the latter part of 
the century ! 

In the unbending regularity and monotonous science of his Berwc. 
work Wille was perhaps surpassed by his pupil Charles Clement 
Bervic (“Jean Guillaume ’’ as he is sometimes called from a 
mistake made at his christening). Bervic is almost without a 
rival too for the remarkably slow pace at which he worked, pro- 
ducing in his whole life only some fifteen plates. 

A slightly older contemporary of Wille who came in his com- Georg Fried- 
pany to Paris in 1736, Georg Friedrich Schmidt, has many nch SchmldL 
of Wille’s faults and a very similar technical method, but he 
possessed at the same time a far greater portion of the real spirit 
of the great engravers, especially in portrait. Plates like the 
Comte d'Evreux (1739) and the Jean Baptiste Silva (1742), both 
after Rigaud, already show a hand as skilful as that of Pierre 
Imbert Drevet (who died in 1739), an d ^ ar more powerful. 

There is little wonder that his success in Paris was more 
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immediate than that of Wille, who was not received into the 
Academy until 1 7 6 1. 1 * * * Schmidt was made a member as early as 
1744, and the portrait he laid before the Academy on his reception, 
the Pierre Mignard (after Rigaud), shows good reason for the 
honour conferred. It is a most skilful piece of execution. The 
painter is seated in his silk robes of office as Director of the 
Academy of Arts (in which position he had succeeded Lebrun 
in 1690, the year preceding the date of the picture), but the 
brilliance of the setting is not allowed to destroy the intensity of 
the character, which is rendered with a strength which had seldom 
been seen in French engraving since Masson and Nanteuil. 
Schmidt’s stay in Paris was to be short. In the very year of the 
Mignard portrait, he was invited back to Berlin as engraver to the 
Court, and, except for a visit to St. Petersburg in 1757-1762 
(undertaken to engrave a portrait of the Empress Elizabeth after 
Tocque, and to help in the foundation of a school of engraving), 
he remained in his native town till his death in 1775. 

His work in Berlin between 1744 and 1757 was to a large extent 
the reproduction of Antoine Pesne, and perhaps the lack of inspiration 
in his model accounts for the dulness of most of these later 
engravings in comparison with his Paris prints. After his 
return from St. Petersburg he turned largely to etching, a 
medium in which he produced as many plates as in engraving 
(about 150). He took Rembrandt as his model, but saw* him 
largely through the pictures of his German imitator Dietrich. A 
few of his etchings are original w r orks, but they are not artist-etchings 
in the true sense, but produced in much the same manner in which 
he sought, with considerable success, to reproduce the quality of 
Rembrandt’s paintings. 

The greatest English classical engraver, Sir Robert Strange 
(b. 1721), was only a few years junior to Schmidt and Wille, and 
even if not an innovator in the matter of preliminary etching, was the 
first distinguished engraver to turn the practice into a convention. 
His career was an eventful one. 

Apprenticed to Richard Cooper in Edinburgh, he was practising 
engraving on his own account in that city at the time of the 
Rebellion of the Young Pretender. He joined the Jacobites, 
engraved a portrait of Prince Charles, is said to have fought at 
Culloden, and to have fled after the defeat to France. For some 
time he studied under Lebas in Paris, returning to England about 
1751. His Cupid after Vanloo, which was probably done during 
his stay in France, and the Magdalene after Guido Reni (1753), 

1 The plate presented by Wille to the Academy on his reception was the portrait 

of the Marquis de Mangny, after Toeqin 5 Mangny. a brother of the Marquise de 

Pompadour, to whom he owed his position, was Direct cur general dcs Bailments , 

Jardms, Arts, Academies et Manufactures Royaler between 1751 and 1773, and 

second to the Marquise the most influential patron of the period. 
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both show the method from which he scarcely deviated in all his 
later work. He begins with a pure etching of the principal out- 
lines, and lighter tones of shading, and afterwards changes the 
character of the greater part of these lines by reworking them with 
the graver, adding other work w r ith the graver, taking the etched 
foundation as his guide. In his early production in Edinburgh 1 
(e.g. portrait of Dr. Archibald Pitcairn) there are no signs of this 
system ; he was at that period a somewhat less skilful White or 
Eoggan. Possibly the style of the Watteau engravers suggested his 
method, but he did far more than merely adapt what others had 
practised before him. The fundamental distinction between his 
mixed method and the purer line-engraving of Wille and Schmidt 
should not be forgotten. 

On the accession of George III. in 1760, Strange left England 
to pass a few years in Italy. Until the last years of his life he was 
never in favour at Court, and at this particular juncture his refusal 
to engrave the King’s portrait may have advised a temporary 
retirement. He won great repute abroad, became a member of 
the Academies at Rome and Florence as well as at Paris, and his 
prints after the great masters must have exerted a very considerable 
influence on Italian engravers, like Volpato and his followers. 

Strange’s most powerful and ambitious works were done in England 
during the last ten years of his life. One may mention in particular 
the Charles /., with James Marquis of Hamilton after Van Dyck 
(1782), the Henrietta Maria and two Children , adapted from 
Van Dyck (1784), and the Apotheosis of the Princes Alfred and 
Octavius (1786). He stands, as Faithorne had done among the 
great portraitists, rather for irreproachable soundness and strength, 
than for any of the qualities of the great artist in engraving. 

In brilliance of workmanship he was perhaps surpassed by William Sharp, 
William Sharp. On the purely technical side the latter is one 
of the most accomplished of all the reproductive line-engravers of 
the eighteenth century, and in his portraits, in particular, he showed 
a wonderful power of interpreting his originals. The reproduction 
of part of an early state (largely in etching) of the Thomas Howard , 

Earl of Arundel, after Van Dyck, placed opposite the same subject 
as finished with the graver, will show more clearly than words can 
do, the method of Sharp’s work, which is built on essentially the 
same principles as that of Strange, w T ith a somewhat freer use of 
dotted work in the earlier stages of the plate (Figs. 78 and 79). 

Portraits such as the Richard Hart Davis, John Hunter, Person 
(1810), and Dr. Paine (1815) exhibit a command of gradations of 
tone seldom seen outside mezzotint. 

An even more unique position in the development of line- William 
engraving than can be claimed for Strange or Sharp, is held by ^ oollett * 
William Woollett, though his large dull plates show' how' little 

1 Which includes also one mezzotint (portrait of the Rev. XV. Harper). 
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can really be achieved by the sounde-st system of engraving to 
render the true spirit of landscape. He carried the system of 
preliminary etching to fuither issues, often using a second or even 
a third biting before starting to finish with the graver. He first 
etches the broadest lines in parallel series of sinuous lines (“ worm- 
lines,” they have been called), and for the second biting adds thinner 
lines between these heavier strokes. To complete the plate, all 
except the heaviest lines are reworked with the graver, while the 



Fig. 78 — William Sharp. Thomas Howard, Earl of Arundel. 
Unfinished plate (part). 


most delicate parts, such as the faces, are entirely left to this instru- 
ment. The reproduction of a portion of one of his plates (Fig. 80) 
will more adequately demonstrate his methods. 

Woollett had formed the essentials of his system by 17 55, the 
year in which were published his Views of Oxford after John 
Donowell. It was not, however, until six years later that he pro- 
duced one of the large plates which have made his name, i.e. the 
Adobe after Richard Wilson. Except for the two celebrated battle 
plates after West (the Death of Wolfe , 1776, and the Battle of La 
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Hogue , 1781), most of Woollett’s work consists of landscape after 
Claude and his English imitators, Wilson, George and John Smith 
of Chichester. Some of his plates were done in collaboration with F. Vi wires. 
Francois Vivares, while his assistant, John Browne, and his J ohn Bro " ne - 

•t Sr , t?t ’ , 1 * - .u William Ellis, 

pupil, A\ illiam Ellis, took part m others. 

Besides Francois Vivares, another engraver of French ex- J. B. c. 
traction, also some years senior to Woollett, J. B. C. Chatelain, Chatelain. 
had done much to direct the English school of landscape along the 



Fig. 79. —William Sharp. Thomas Howard, Earl of Arundel. 
Finished plate (part). 


classical lines, leaving many drawings and prints inspired by the 
style of Claude. Thomas Major and James Peake come nearer T. Major, 
to Woollett in the strength of the lineal system of their large land- J ames Peake, 
scape plates. 

With William Byrne and other engravers working largely after William Byrne 
Thomas Hearne (who had been an apprentice to Woollett), land- 
scape developed into something little better than topography, and 
need not concern us until we approach the school of Turner. 
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A leading role in line-engraving in Italy in the early part of the 
eighteenth century was taken by two foreign settlers, by Johann 
Jacob Frey (b. 16S1, Lucerne) at Rome, and by Joseph Wagner 
(b. 1706, Munich) in Venice. They were not in any sense pioneers 
in technique, but continued a sound tradition that varied little from 
the French work of the seventeenth century, etching being only 
sparingly used as an aid. The majority of their contemporaries did 



Fig 80 —William Woollett. Judah and Thamar, after Annibale Carracci (part). 


little more than reproduce classical paintings in prints of small dis- 
A and F. tinction. Many of the pictures in Venice were engraved by Andrea 

Zucchi. Zucchi, 1 and another member of the same family, Francesco 

Zucchi, took part in the publications of the Dresden Gallery. 
a m. Zanetti Anxon Maria Zanetti the younger also published many plates 
after pictures in Venice (1760), and helped his uncle of the same 

Chief! \ for II gran Teat ro di l enezia uvvero Raccolta delle pnncipali Ted ate c 
Pitt ure chc in essa se conte ngono. Published by D. Lovisa, Venice [1720?]. D. 
Rossetti was another engraver engaged in this work. 
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name (who is more celebrated for his revival of chiaroscuro 
wood-cut) in a work on the antique sculpture of their native city 
(1740-43). The Florence galleries had similar interpreters in 
Lorenzini and Cosimo Mogallt, the famous series of portraits 
of painters being mostly engraved by Mogalli’s pupil, Anion 10 
Pazzi 1 (for A. F. Gori’s Museum Florentinum , 1731-62). 

Wagner’s pupils, Francesco Bariolozzi and Giovanni Volpato, 
came nearer to the trend of development which we have studied in 
Wille and Strange. Bartolozzi’s work in line is among the best of 
its kind at this period, but his fame is so much more closely linked 
with the stipple manner, which he largely followed after his removal 
to England in 1764, that his work will be considered more in detail 
in this connexion. 

After leaving Wagner’s studio, Volpato settled in Rome and 
founded a school of engraving, of which he left token in a multitude 
of pupils, and in a book on the Principles of Design ( Prituipi del 
Disegno), with thirty-six plates after antique statues, engraved by 
himself and Morghen in 1786. In his combination of etching and 
engraving he may have felt the influence of Sir Robert Strange, who 
was in high repute at this time in Italy, but he never developed 
a system of preliminary etching to anything like the method 
of the English school. His draughtsmanship is often careless 
and lacking in decision, and his pure graver work is insignificant in 
consequence. He achieved considerable fame, however, with his 
series of plates after the frescoes in the Stanze and Loggie of the 
Vatican. 

Volpato’s pupil and son-in-law, Raphael Morghen, easily sur- 
passed his master in technical achievement, but even here his work 
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does not bear comparison with Schmidt or Sharp, while his power 
of expression and interpretation is on a considerably lower plane 
than theirs. The monotonous regularity of hatching, cross-hatching, 
dot and flick is rarely relieved by any spark of real life. Possibly 
for this very reason he personifies more adequately than any other 
the decadent engraving of the late eighteenth century, and “Morghen- 
esque”is an epithet full of meaning. His most celebrated print, 
after Leonardo’s Last Supper ; will suffice to demonstrate at once the 


elaboration of his style and the lack of real insight into the spirit of 
his original. As in most work of the school, the varying charac- 
teristics of different originals are lost in the engraver s attachment 
to his conventional method. Morghen sometimes proceeds like 
Strange with a preliminary etching, but more often, especially in his 
portraits, uses the dry-point for indicating his outlines as a guide to 
his work with the graver. Like so many engravers of the time, he 
frequently finishes the background of his portraits before engraving 
the face. As professor at the Academy in Florence, Morghen had 


1 Pazzi' s own collection of portraits of painters, engraved by himself as a supple- 
ment to Gori’s Museum Florentinum (1765-66), was purchased m 1768 for the Uffizi. 

P 
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many pupils, who helped to carry on a dull tradition well into the 
nineteenth century. 

Among the other Italian engravers, a somewhat older contem- 
porary of Morghen, Vincenzo Vaxgelisti exercised considerable 
influence as head of the school of engraving in Miian. He had 
studied under Wille in Paris, and with C. A. Porporati (a pupil of 
Beauvarlet) he forms the principal direct link between the French 
and Italian schools of the time. He also practised to some extent 
in the stipple manner. Vangelisti was succeeded in his position at 
Milan by his pupil Giuseppe Longhi, who worked in etching and 
dry-point as well as with the burin, and was the author of a treatise 
on engraving. 

We may mention here the practice of outline engraving, which 
was so popular at the beginning of the nineteenth century. In Italy 
it is represented chiefly by Carlo Lamnio and his son Giovanni 
Paolo Lasinio (the latter executing the plates to the Florence 
Gallery publication of 1817-33 this manner), in France by C. 
Normand ( e.g . in C. P. Landon’s Annales du Mitsee , 1801-24), but 
in such cases it was merely applied as the most expeditious means 
of reproducing the composition of a picture. When used for the 
reproduction of the designs of severe linealists such as John Flaxman 
{e.g. Tommaso Piroli, 1 James Parker, 2 and William Blake 3 ) 
and Bonaventura Genelli (e.g. by Hermann Schutz), the justifica- 
tion is more essentially artistic. 

One of the most influential of all the Italian engravers of this 
period was Luigi Calamatta (b. 1802), who, like Bartolozzi, became 
the centre of a school abroad. From 1822 he was in Paris, engrav- 
ing portraits (e.g. George Sand and Paganini ), and subjects more 
particularly after Ingres. In 1836 he accepted the directorship of 
the school of engraving in Brussels (later annexed to the Academic 
Royale des BeauvArts). His return to Milan in 1861 was the 
signal for the dispersal of a school which kept the Morghenesque 
tradition alive longer in Belgium than in almost any other country. 
Two of Calamatbvs pupils, J. B. Meunier (who died in 1900) and 
Auguste Michel Danse (b. 1829) bring us down to the present 
day. 

The style of Wille and Schmidt was followed most closely in 
Austria and Germany, by Jacob Schmutzer and Johann Friedrich 
Bause. 

Schmutzer of Vienna (b. 1733) was a pupil of Wille in Paris, 
and combined his master’s style with something of the larger manner 
of the Rubens engravers. Bause (b. 1738), an even closer imitator, 
though not a pupil of Schmidt or Wille, is most noteworthy for his 
numerous portraits after Anton Graff. He also did work in stipple 
and aquatint. 

1 Dante , 1793, and Iliad, 1793. 2 Odyssey, 1805. 

6 His plates to Hesiod , 1817, are dotted outlines. 
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Another pupil of Wille, Johann Gotthard von Muller of T g. von 
Stuttgart, kept in the majority of his work somewhat nearer the Muller * 
manner of the French portrait engravers of the late seventeenth 
century, only in his later work yielding sometimes to the more rigid 
system of Wille and Morghen. A son whom he survived, Friedrich 
Wilhelm Muller (17S2-1816), gave himself far more completely F. \v. Muller 
to the Morghenesque conventions, winning great repute in his day 
for one of the most accomplished performances of a monotonous 
method, his print after Raphael’s Sis tine Madonna . 

We take this opportunity of making passing reference to the very Bank-note 
apotheosis of the dull precision and exactness of the Morghenesque, engraving, 
which Is revealed in bank - note engraving. Jacob Perkins, Asa 
Spencer, and Gideon Fairman are the names of three pioneers in 
the development of methods which placed the United States in the 
first rank of the craft. The steel plate seems to have been brought 
into use for this type of work as early as 1810. 1 L T n fortunately the 
prosperity of the trade in America induced many engravers, who 
might have done better work, to enter this narrow field, in which 
the only oppoi tunity for the display of artistic feeling was in the 
small portraits with which the notes were frequently embellished. 

Sound artists like W. S. Leney, 2 who had been a pupil of P. W. 

Tomkins in London, did little but bank-note work after settling in 
America, and even two of the most distinguished of American 
engravers, James Smillie (1807-85) and his son, the etcher, James 
D. Smillie, did not escape the mill. Machine ruling, which is a 
natural method in bank-note work, was very commonly used 
by reproductive engravers of all types at the beginning of the 
nineteenth century, 3 in particular to obtain a regular tint in the 
background. 

For the sake of a national memory rather than for its importance The earliest 
in our history, we would add that a print of Increase Mather by lIi 

Thomas Emmes, dated 1701, seems to be the first portrait and one x. Emmes. 
of the earliest plates of any artistic intention engraved in America. 

Until the Revolution the engravers, who were generally the local 
goldsmiths or silversmiths, ready to accept the few commissions that 
offered for artist-engraving, produced little but maps, book-plates, 
music, bill-heads, and bank-notes, and their occasional portraits 
possess small artistic value. Thomas Johnston and Nathaniel T. Johnston. 
Hurd are two of those whose work dates from the first half of the Hurd - 
eighteenth century ; but from any other consideration they are of 
little interest, except perhaps to collectors of book-plates. 

Paul Revere will always be remembered as a patriot, but his Paul Revere, 
crude work in engraving would scarcely deserve mention, were it not 
a fair example of the average production of the period. The events 
of the Revolution greatly increased the demand for portraits and 

1 Cf. pp 3, 150 (note 2), 223, 284. 2 Cf. p 219, note 3. 

3 Cf. Introduction, p. 13; Chap. IX. p. 273 ( Unterberger). 
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historical and subject prints, and the result was a more professional 
class of copper- plate engravers, whether Englishmen, finding a new 
field for their enterprise in America, or Americans who could now 
risk the chances of more special application to their art by study 
abroad. In the nineteenth century a good deal of small portrait 
work and illustration was done in line, the best perhaps by Asher 
Brown Durand, and John and Seth Wells Cheney. David 
Edwin, Cornelius Tiebout, and J. B. Long \cre were among the 
soundest craftsmen of the first half of the century, but the better 
part of their portrait work is in stipple. America’s real distinction 
in our history lies rather in etching, of which something will be 
said in our last chapter. 

A noteworthy attempt to save the art of line-engraving from a 
deadening system was made by Henriouel-Dupont (b. 1797), who 
was Professor of Engraving at the Ecole des Beaux-Arts in Paris 
from 1 86 3 until his death in 1892. In 1868 he was the prime 
mover in originating the Societe Fumcaise de Gravure , which did 
much to encourage the line - engravers by its annual commissions 
for plates. He discarded the regular convention, and introduced 
far greater freedom in the handling of his line and in the con- 
struction of his hatching, freely combining the etched line with 
graver work. His aims were carried even further by Claude 
Ferdinand Gaillard (1834-87), who achieved the subtlest 
gradations of tone by a supremely delicate manner of cutting 
with the burin, and to some extent by etching. He is still strictly 
an engraver, though his results are surprisingly near some of 
Tacquemart’s etched work. Some of his original portraits (e.g. the 
Popes j Pius IX, and Leo XII J.) are remarkable technical achieve- 
ments. 

We do not think, however, that it is along the path opened by 
Henriquel-Dupont and Gaillard that any real revival of line-engraving 
will come. The whole essence of their method tends too much to 
hide the true character of the engraved line, in a tone which might 
be achieved equally as well, if not better, by some other process. 
We look rather to bold w’ork such as that of Pieter Dupont, who 
gives his lines a part to play, much as they had in the work of 
Diirer. 

Then there is a recent departure in technical experiment which 
may do much to open a new' vista of possibility before the line- 
engraver, i.e. the use of a burin (or instrument of similar shape), 
with cutting point turned back, or hooked, so that the tool is no 
longer pushed, but drawn through the metal. William Strang is, 
as far as I know, the only artist who has practised this method, and 
he proved its value by its regular use after about 1908, the date 
of his portrait of Sir Charles Holroyd . The line, which possesses 
much of the decision and strength of ordinary engraving, can be 
controlled with even greater freedom than the dry-point, and the 
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burr being both less powerful and more regular than in the latter 
process, a greater certainty of result is attainable. As a reproductive 
art there may be little place for line-engraving, or rather, little 
opportunity for practical success in face of the photo-mechanical 
processes ; but there would seem to be a fair field open to the 
artist who would return to the medium for original work, whethei, 
like Dupont, he keeps to the old road, or with Mr. Strang, broaches 
new methods whose history is still for the future. 

In its larger works the eighteenth century is one of the dullest in The 
history, but no period has shown a greater genius for refinement Mustrators. 
in the little things of art, and no country has produced artists whose 
graceful talent was more fitted to miniature creations than France. 

In engraving this is particularly the case. French art faded beneath 
the dull weight of the German invasion of Wille and Schmidt, but 
it found itself in its vignettistes, Augustin de St. Aubin and Moreau 
le jeune. 

In their capacity as illustrators, Moreau and his peers followed Francois 
in the wake of Francois Chauveau of Paris (1613-76), and of Chauveau. 

Jan and Casper Luyken of Amsterdam, who are all responsible Jan and Casper 
for hosts of small and undistinguished plates. Further back still, Lu > ken * 
they may trace their pedigree to Callot, though only a small pro- 
portion of his plates seems to have been used for what they were so 
fitted, i\e. the embellishment of books. 

The greater part of the work of the French illustrators of the 
eighteenth century was done in etching, but it was seldom that the 
lines were not worked upon afterwards by the burin, which lent 
them all the precise character of line-engraving. One of the leaders, 
indeed, of the school, Claude Gillot, the master of Watteau, used Claude Gillot. 
pure etching in the charming plates he did for Houdart De la 
Motte’s Fables of 1719. His larger separate plates, however, such 
as the scenes in the Life of a Satyr, are in the usual delicate 
combination of engraving and etching. More in the manner that h. Picart. 
formed the convention of the vignettistes to follow are the engravings ^ t *h Tardieu. 
in the same book of r 719 by Bernard Picart and Nicolas Henri 
Tardieu, the latter largely after Gillot and C. A. Coypel. 

An excellent example of somewhat larger illustration than became J. B. Oudry. 
the rule is seen in the folio edition of La Fontaine’s Fables , 4 vols. 

(r 755-59), after designs by Jean Baptiste Oudry (who is also 
responsible for a few original etchings of still life and genre). Here 
the engravers are to some extent those knowm for their work after 
Watteau, Laurent Cars, P. A. Aveline, Pierre Francois 
Tardieu, C. N. Cochin the younger, Nicolas Dupuis, and others. 

Comparatively little original engraving or etching, like the plates The Draughts- 
of Gillot, was done in this school of illustration. Draughtsmen like men * 
Gravelot, Eisen, and Moreau le jeune nearly always put their 
design in the hands of others to engrave, only very occasionally 
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acting themselves in the double capacity. It is almost impossible 
in this connexion not to place the greater emphasis on the draughts- 
men, although our subject is strictly limited to the engravers. We 
can only attempt the most summary account of the vast legion of 
engraver-illustrators who embellished the books of this peiiod, but 
the subject is simplified if approached from the side of the design, 
for the illustration of each work is usually in the hands of a single 
draughtsman. 

II. F. Guweiot. One of the earlier of these draughtsmen -engravers, Hubert 
Francois Gravelot (b. 1699), has a particular claim to our interest 
for the influence he exerted on book illustration in England, 1 where 
he was settled for the greater part of the twenty years preceding 
1754. His work is very copious and, as might be expected, ot 
very variable merit; but his best plates, such as those to J. F. 
Marmontel’s Contes Moraux , Paris, 1765 (engraved by Le Mire, 
I)uc los, Longueil, Pasquier, etc.), are quite among the most 
excellent of their kind. It is especially in illustrations like these, 
which reflect the society and manners of the period, that the real 
value of the French illustrators consists. More often than not their 
very best work was done for books of the most evanescent interest 
as literature, while the greater writeis of the time, like Voltaire, 
introduced them to foreign fields or to a glorified past, which they 
could not interpret without being formal or stilted. Happily the 
tendency of the illustrator was for the most part in the direction of 
modern anachronisms, and he seldom had compunction in letting 
Moliere’s characters live in an eighteenth century dress. 

Against this reflection of contemporary life, which was the 
natural sequel to Watteau, stands the following of Boucher, with its 
union of the classical and fantastic elements of art. To the inspira- 
tion of the latter we may perhaps trace the type of ornament which 
played so large a part in the embellishment of the books of the 

p. P. Choffard time. Vignettes, and culs-de-lampe (head- and tail-pieces), with 
their medley of curtains and cupids, vases, rose-wreaths, and the rest, 
became almost a speciality with certain engravers, of whom Pierre 
Philippe Choffard was perhaps the most brilliant (eg. in La 
Fontaine, Contes , 1762; and Ovid, Metamorphoses , Paris, t 767-71). 

C. N. Cochin C. N. Cochin the younger and Charles Eisen produced many 

ll * illustrations, the latter being occupied almost exclusively as a 

draughtsman. Cochin, on the other hand, engraved as much as he 
designed, and his revision of Bosse’s Treatise on Engraving shows 
the study which he had devoted to his art. He is also responsible 
for a considerable number of portraits, mostly of the frontispiece 
size and order, but in this sphere he rarely supplied more than the 

1 Of his English work, note Gay’s Fables, vol. li. 1738 fen. bv G. J. B. Scotin), 
Dr) den's Dramatic llo/ks, 1735, i2 r , and Theobald's Shakespeare , 2nd ed. 1740, 
12 J (both en. by G. Van der Gueht), and Richardson’s Pamela , 1742 (en. by 
Gravelot after his own designs and those of Havman). 
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drawing or preliminary etching. Eisen’s plates to C. J. Dorat’s Charles E:sen. 
Baisers (1770) prove him an impertinent Boucher, dallying, like so 
many of the French illustrators of the time, on the border-line of 
delicacy, but a graceful artist nevertheless. In the field of con- 
temporary life Clement Pierre Marillier was another fairly C. P. Manlher. 
excellent draughtsman and engraver. One might note in particular 
the plates he designed for French editions of Richardson’s Sir 
Charles Grandison and Pamela (1784), and his illustrations to Le 
Sage’s Gil Bias (1796). 

Jean Michel Moreau (Moreau le jeune, as he is generally J«-*an Michel 
called in distinction from his brother, the painter, Louis Gabriel MoreaLl - 
Moreau) was an artist with the keenest eye for the small superficiali- 
ties of society, and judged by his work illustrating contempoiary life, 





Fig. 81. — P. P, Choffard. Spring. Head-piece to Les Sat sons, Amsterdam, 1769. 

which forms the smaller part of his production, he is the most gifted 
illustrator of the school. His plates to the first volume of the 
Chansons (1773) of J- B. de Laborde (a valet de chambre of 
Marie Antoinette) are of historical importance for the truth with 
which they reflect the atmosphere of the Dauphine and her Court. 
A more ambitious task, and one of his most successful, was the 
illustration of J. J. Rousseau s CEuvres Completes . The best series 
of engravings after his designs for this work appeared in the 4to 
edition ot 1774-83 (in 12 volumes), which was nominally pub- 
lished in London, 1 and was the work of Noel Le Mire (see Fig. 
82), Nicolas Delaunay, J. B. Simonet, A. J. Duclos, P. P. 
Choffard, and others. It is a great rarity to find this edition of 
Rousseau with its engravings complete ; and the same may be said 

1 Actually, I believe, in Brussels. Like many other books of the time published 
w ith false name of place. 



2 



Fig. 82. — Noel Le Mire after J. M. Moreau 'I he Quarrel (an illustration to 
J. J. Rousseau’s Julie). 


often found mutilated of their plates. The same designs were 
engraved much less well, and on a smaller scale, in the 8vo editions 
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of Rousseau (e.g. Poingot, Paris, 38 vols., 1788-93; and Didot, 

Paris, 1801, 20 vols.). 

Unfortunately Moreau Used beyond the time to which he be- 
longed by nature. His was too delicate a talent not to yield before 
the new classicism of Jacques Louis David ; and in the reaction 
against the outward show of the old society, Moreau found himself 
the more than commonplace illustrator of J. P. Rabaut Saint-Etienne’s 
Precis Historique de la Revolution Francaise (1792). On this field of 
stern action he was as nothing compared to Jean Duplessi-Bertaux, DuplessU 
who in his myriad etchings illustrating the period of the Revolution 1 Bertaux. 
revived something of the spirit of Callot. 

One enterprise of Moreau must still be mentioned, i.e. the two 
Suites d' Fstampes pour servir a PHistoire des Modes et du Costume des 
Fran fa is dans le XV IIP siecle , 1776 (1777) and 1 7 S3. 2 They form 
a supplement to a series of prints, issued under a similar title in 1774 
(1 775), after designs by Sigmund Freudexberger (a Swiss engraver Sigmund 
settled in Paris), which they easily surpass in their genius for express- J* reuden - 
ing both letter and spirit of the life of the period. P. A. Martini, ~ 8 
J. C. Baquoy, Nicolas Delaunay, and J. B. Simonet are among 
the engravers engaged on this work. 

From the mass of engravers, some of whom have been already Noel Le Mire, 
incidentally mentioned in reference to the draughtsmen, we would ^ d^Lon^ue 1 
notice in particular Noel Le Mire, Nicolas Delaunay, and Joseph ' & 

de Longueil for the excellent preciseness of their work. Another 
engraver of the school, Francois Marie Isidore Queverdo, is F. m i 
most to be remembered for the dainty almanac vignettes of his Q u ^ verdo - 
design and etching (a large number being finished in engraving by J. 
Dambrun 3 ). They are as rare as all such ephemeral illustration on 
stray sheets tends to become. 

Second only in distinction to J. M. Moreau, among the illus- Augustin de 
trators, stands Augustin de St. Aubin. His miscellaneous St< Aubln 
engravings in books after other masters are very numerous, but his 
real forte was in the frontispiece portraits, which he executed with 
a point as delicate as Ficquet or Grateloup. 4 

His elder brother, Gabriel de St. Aubin, an artist of even Gabriel de St. 
greater talent, did far less work in book illustration. He etched Aubin 
some forty-three plates, but his most remarkable accomplishment 
consists in his broadly-handled drawings of contemporary life. 

The national school of illustration in France did not long survive The decay of 
the Revolution. The writers of classical drama, like Voltaire, had * rcnch lllus - 

tration. 

1 E g Collection complete des Tableaux histonques de la Revolution Francaise , 

Paris, 1798, etc. 

2 Later, the prints of the two series (24 in all), with two from the set by Freuden- 
berger, were issued with text by Restif de la Bretonne, under the title Monument du 
Costume physique et moral . . . ou Tableaux de la Fie Xeuwied, 1789. 

3 At re fines gal antes des Promenades et Amusements dc Fans, 1780 (12 pieces en 
i8 c ) Cris de Fans ; l.e Palais- Royal, etc. 

4 See Chap. VI p. 150. 
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always been its bane, but the classical painter Jacques Louis David 
was its death. We have found the new tendency reflected even in 
Moreau, while other draughtsmen-illustrators of the first few decades 
of the nineteenth century, such as A. J. Desenne and Achille 
Deveria, are even more imbued with the new spirit, and negligible 
quantities in our history. Among the few illustrations of any dis- 
P p tinction at the turn of the century were those engraved after Pierre 

Prudhon Paul Prud’hon, 1 by such engravers as B. J. F. Roger, J. L. Copia, 
f L * Co^ 7 ? er anc ^ ^ ie P a * nters own son J EAN Prud’hon, in which the more 
jean Prud hen delicate parts of the modelling are often done in stipple. Besides 
\ignettes and the like, the same engravers did numerous larger plates 
after the master’s paintings and designs. Prud’hon himself did the 
preliminary etching and part of the engraving of a really powerful 
illustration to P. J. Bernard’s Phrosine et Mdidore (ed. Didot), 2 
and a few other etchings of less importance may also be from 
his hand. 


Book illus- 
tration in 
England. 


Thomas 

Stothard. 


J.andC.Heath. 
James Mi tan. 
\V. and E. 
Finden. 


The English school of illustration in the late eighteenth and 
early nineteenth century is of far less interest than the French. 
Through Gravelot it received a certain impulse towards the more 
delicate manner of design characteristic of the French, but the 
majority of its engravers in the last quarter of the century were too 
influenced by the heavier manner of Woollett to attain much refine- 
ment in vignette. 

Apart from the unique work of William Blake, Thomas 
Stothard (1755-1834) stands as by far the most gifted and prolific 
of the English illustrators. He only etched a few plates himself, 3 
and his graceful work often suffers greatly through the clumsiness of 
his reproducers. Robert Smirke, William Hamilton, Richard and 
Henry Corbould, 4 E. F. Burney, and Richard Westall 5 all designed 
much for books, but with little of Stothard’s charm. Their engi avers 
are many and poor, and most are best passed over in silence. Apart 
from those who wotked in stipple, James and Charles Heath, 
James Mitan, William and Edward Finden are the best craftsmen 
of the class. 

There is no space to specify the work of these English illus- 


1 E g. m P. J. Bernard, CEuvres , ed. Didot, Pans, 1797 {L' Art d' aimer and 
Phrosine et Mehdore) ; Lucien Bonaparte, La Tnbu Indie tine, Paris, 1799, and 
m Les Amours Pastorales de Daphnis et Chloe (ed. Didot), 1800. 

- See previous note. The plate was finished by Roger for the later impressions 
of the book 

3 Eg a few plates from drawings by W. Pars of the Parthenon Frieze (published 
by I. Taylor, 1810, and appearing in James Stuart’s Antiquities of Athens, vol. iv. 
1816). There are also a few small Mgnettes m the British Museum said to have 
been intended for some edition of Joseph Ritson's English Songs. 

4 lie made drawings for the publication of Ancient Marbles in the British Museum, 
which gave many engravers work for some thirty years {1812-42) He acted in a 
similar capacity to the Society of Dilettanti in several of its publications of prints and 
antiquities. 

5 He produced some original etchings (chiefly soft ground), and a few mezzotints. 
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trators. Much of it is to be found in such publications as Harrison’s A few of the 
Novelists'* Magazine (1780-85), Bell's British Poets (1776-83) and lllust . rated 
British Theatre (2nd ed. 1797), Taylor’s Picturesque Beauties of^ ub IcatI0n5 * 
Shakespeare (1783-87), Cooke’s Pocket Ediiions of Select Novels, 

Poets , and British Classics (ab. 1796-1803), Manley Wood’s edition 
of Shakespeare (1806), various editions of Rogers’ Poems ; in period- 
icals such as Harrison’s Lady s Poetical Magazine (1781-82), Town 
and County Magazi ne (1769-93), Uni versal Magazine (1747-1814), 
the Lady's Magazine (1770-1818), European Magazine (1782-1826; 
for portraits in particular), and in the various annuals that are so 
common in the second quarter of the nineteenth century (e.g. The 
Keepsake ) Friendship's Offering \ and the like). 

A great impulse was given to the illustration of history, and of John Boydell 
liteiature in the broader sense, without reference to use in books, by 
the engraver- publisher John Boydell (1719-1804). He issued 
many prints of all kinds — topography, 1 history, and reproduction of 
old masters — but his great undertaking was the Shakespeare Gallery . The Shake- 
Most of the best known painters 2 of the time were commissioned to s P eare Gallery, 
produce pictures, which he had engraved 3 in line and stipple, with 
the view of publication in a series. The idea was on foot soon after 
1787, but the collected edition of 100 plates did not appear until 
1805, published by John Boydell’s nephew and successor, Josiah 
Boydell 4 The result is no more inspiring to us than it was 
profitable to its originator (who lost so largely by the scheme as to 
be compelled in 1804 to hold a lottery to dispose of his stock of 
pictures and drawings), but it stands as a monument of the most 
ambitious engraving of the time. 

In the midst of the mass of reproductive engraving of the william Blake 
period, William Blake stands out for an achievement which went 
far to restore the dignity of line-engraving as an original art. An 
apprentice of James Basire, he went through the drudgery of his 
art, and showed himself equal to any of his contemporaries in 
illustrations engraved in the conventional manner after Stothard 
and others. But these may be forgotten in face of his original 
work in line, of which an early plate entitled Morning or Glad 
Day (1780), forty-three plates illustrating Young’s Night Thoughts 

1 His own work as engraver was chiefly topographical, comprising some 152 
views in England and Wales. 

2 Including J. Banks, Barry, Beechey, Josiah Boydell, M. Browne, Downman, 

J. Durno, Farington, Fuseli, Graham, Hamilton, Hodges, Hoppner, Kauffmann, 

T. Kirk, Northcote, Opie, Rev. W. Peters, Ramberg, Reynolds, J. F. Rigaud, 

Romney, West, Westall, Wheatley, Wright (of Derby), Smirke. 

3 By Bartolozzi, Burke, J. Caldwall, J. Collyer, Earlom, G. S. and 
J. G. Facius, J. Fittler, Gaugain, T. Hellyer, T. Kirk, F. Legat, W. S. 

Leney (cf. p. 2 1 1 ), J. B. Michel, S. Middiman, Ogborne, J. Parker, C. G. 

Playter, T. Ryder, L. Schiavonetti, E. Scri\en, W. Sharp, J. P. Simon, 

W. Skelton, B. Smith, I. Taylor II., R. Thevv, Caroline Watson, W. C. 

Wilson. 

4 Besides paintings, he produced a few mezzotints (e.g. C . C. Anslo and a woman 
after Rembrandt, 1781, and two plates after Van Dyck for the Houghton Gallery). 
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(1797), a large print of the Canterbury Pilgrims (1810), and the 
Illustrations of the Book of Job (1825) form the most notable 
part. The Job is one of his latest works, and in the beauty and 
harmony of its design, and in the purity of its cutting, as free from 
convention as it is unimpeachable in method, it is one of the most 
remarkable works in the later history of line-engraving. He was 
engaged about the same time in engraving some larger designs to 
Dante , but only lived to complete seven plates. 

Blake’s twelve wonderful designs to Robert Blair’s Grave 
(1808) were etched by Schiavonetti, who also engraved the artist’s 
portrait after T. Phillips as the frontispiece. 

It must be confessed that Blake’s work suffers from the obsession 
of certain ill-formed types of humanity, with the cone-shaped heads, 
the strongly lined brows, the bull-necks, the exaggerated and often 
incorrect undulation of muscle. Possibly he may have developed 
some of these tendencies from the study of bad sixteenth-century 
prints after Michelangelo, Bandinelli, and Pontormo, and his con- 
temporary Fuseli may have added the rest. It is only in his quite 
early work that he shows anything of the gentler grace of Stothard. 
More particularly in his poetical books, which he transferred to 
metal, text and all, by his strange method of etching in relief, 1 he 
shows an impassioned harmony which not infrequently verges on 
discord. His was a genius where human expression was lamed by 
an unnatural vividness of spiritual vision, and a ray of real truth is 
continually followed by the mutterings of the incomprehensible. 

His colour books strictly fall outside the range of this chapter, 
but we claim indulgence to avoid dividing the description of his 
work It is no winder that Blake found no publishers for the 
abstruse mysticism and allegory of his prophetic books, and he was 
no doubt led by mere circumstance into devising his own means 
of reproduction, i.e. the etching of text and design in relief. The 
plates were usually printed in one colour (his favourite tones 
besides black being yellow, blue, and green), the impressions being 
frequently tinted with water-colour by himself or by his wife. In 
other instances the impressions show an opaque colouring with a 
peculiar grain, which seems to have been achieved by a curious 
method of transfer. He would first paint a card, containing the 
design indicated in its proper register, in tempera, and "then 
transfer that colour to the monochrome impression by means of 
rubbing. The reticulated nature of the grain might also have been 
emphasised by dusting dry colour over the surface of the wet 
impression. A considerable amount of colour, both in tempera and 
water-colour, must occasionally have been added with the brush. 

The Songs of 1 n twee nee and Experience (1789), and the Book 
of T/iel ( 1789) are among his earliest books of the kind, showing 

1 See Gilchrist, 1880, II p. 178, for Blake's memoranda on what he calls “woodcut 
on pewter” (woik with graver or Cchoppe), and “woodcut on copper” (relief etching). 
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something of Stothard’s grace, and as yet nothing of the ternbihtd 
which pervades his later work. In the books ot a few years later, 
the Visions of the Daughter of Albion (i 793 )> America, a Prophecy 
(1793), and Europe, a Prophecy (1794), he is seen almost at his 
best. The America in particular (of which the British Museum 
copy is printed in black, without tinting) shows the strength of his 
design. The colour in the other two is for the most part given by 
hand tinting, but separate impressions from the different plates are 
also met with, treated in his special method of colour-printing. A 
comparison of variant impressions serves to convince us of the falsity 
of the latter method, which seldom fails to impair Blake’s significance 
as a linealist. The Urizen (1794) and the Song of Los (1795) aie 



1 IG . 83 —William Blake. The Door of Death, from the America. 


generally found in opaque colour, while in the Milton , A Poem 
(1804), and in the Jerusalem of the same year, he returns to the 
simpler method, black line being used in both, only relieved in the 
former by delicate transpaient tints. 

Throughout his work he had made much use of the white line 
on a black ground (like Bewick and his followers in woodcut), and 
the Albion adoring Christ on the Cross from the “ Jerusalem is a 
most impressive example. 

English illustration found its most typical expression in land- ^ Turner 
scape, under the inspiration of Turner (i 775 ~ I ^ 5 1 )- H ere we 
have no longer a second-rate version of a mere cosmopolitan art, 
but a school truly indigenous, both in its style and its technical 
means. In reality it is not a school of line-engraving at all, as 
practically all the work was done by etching, the graver being used 
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only to a comparatively small degree in giving sharpness to ceitain 
details, and occasionally in laying a series of delicate lines to 
achieve smooth surfaces of equal tone, such as the clear sky. 
Nor has it the claim of work like that of Bosse to be called engraving, 
on the ground of the assimilation of its etched line per se to the 
character of an engraved line. On the contrary, analysis of its 
constitution discloses a wriggling wormlike line which is absolutely 
opposed to all the reasonable possibilities and conventions of graver 
work. Nevertheless the general regularity of its system, so close in 
its work as to be lost in tone, stands in such contrast to the true 
ideals of the etcher’s art, that we would still be content to call its 
exponents line-engravers rather than etchers. 

In its essential nature the system is a natural development 
from the methods of Woollett, with a much smaller percentage of 
rework with the graver. The worm-lines are laid closely together 
with scarcely any cross-hatching, and frequently interlaid with a 
series of dots, and the variety of tone is achieved to a large extent 
by numerous bitings. 

Turner nearly always supplied his engravers with drawings in 
water-colour, and it is wonderful how in the monochrome so much 
of the delicate shades of tone, which depends in the original largely 
on colour, is preserved. Of course, many instances of contrasting 
shades, which have no logical place in the engraving, and are only 
disconcerting, may be pointed out, and Turner’s truer instinct as a 
designer for engraving is seen in his monochrome studies for the 
Liber Studiorum . The care, however, with which the painter 
supervised and annotated the proofs of his engravers, brought 
success where an unaided engraver would have certainly failed. 

In the earliest prints after Turner, e.g. in the Copper-plate 
Magazine (between 1794 and 1798), and in the Oxford Almanacks 
(1799-1811, engraved by James Basire), the real genius of the 
school is scarcely seen. It appears more developed in the Southern 
Coast (1814-26, engraved by W. B. Cooke, etc.), and in the Views 
in Sussex (J. Murray, 1819; engraved by W. B. Cooke), and in full 
possession of its power over delicate shades of tone in Hakewill’s 
Picturesque Tour of Italy (J. Murray, 1820 ; engraved by G. Cooke, 
John Pye, etc.). Most typical of all the engravings are perhaps 
those of the Rivers of France (Longmans, 1837) and the Picturesque 
Views in England and Wales (Longmans, 1838), by W. Miller, 
R. Wallis, R. Brandard, W. Radclyffe , 1 J. T. Wii.lmore, 
J. B. Allen, E. Goodall, and many others. Both series had 
been published in parts before the dates of the collected editions. 

A greater part of the engravings we have mentioned are “ illustra- 
tions” only in so far as they were issued in book form with a text. 
It is the text, however, which is more truly the illustration than the 

1 Assisted in the foundation of a School of Art in Birmingham { 1814). Radclyffe’s 
pupil, Willmore, and R. Brandard are other membeis of the Birmingham group. 
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prints. Turner’s work as an illustrator in the stricter signification is Rogers’ Italy, 
important, and some of the most exquisite work of his engravers is and ^ oems - 
seen in his vignettes to Rogers’ Italy (1S30) and Poems (1834), and works P j 834- 
to the Prose Works of Walter Scott (Cadell, Edinburgh, 1834-36). 36. 

The enormous number of impressions which have been taken The use of 
from all the plates of this school is chiefly due to the use of steel, steel * 
which largely took the place of copper between about 1815 and 
i860. 1 The introduction of the practice of steel-facing which 
effectively protects the copper has rendered the use of steel, which 
of course presents greater resistance to the graver, superfluous even 
when large editions of a plate are to be printed. 

How great a part of the excellent results achieved by the Turner 
engravers is due to the master’s direction may be estimated by com- 
paring the prints of the Turner Gallery (60 plates, with text by 
R. N. Wornum, 1859, etc.) with those done during Turner’s lifetime. 

The engravers are for the most part the same (e.g. \V. Miller, 

J. T. Willmore, R. Brandard, J. B. Allen, J. Cousen, E. 

Goodall), and they show an even greater brilliance in their cutting, 
but all the subtler gradations of light, wdiich Turner gained by 
repeated correction on the proofs, are wanting. 

This chapter cannot end wuthout some description of the w’ork Chodowiecki. 
of the famous German illustrator of the eighteenth century, Daniel 
Chodowiecki. His plates, which amount to over 2000 in number, 
are almost entirely etched (sometimes strengthened w T ith the dry- 
point, seldom finished with the graver), but their manner is so essen- 
tially modelled on the French illustrators that it is impossible to 
speak of his work in any other connexion. He produced a large 
number of plates of all kinds, from landscape to Court pageants, in 
a freer manner of etching, but these mostly tend towards a lower 
estimate of the talent of an artist whose fame rests on his small book- 
illustrations. His charming etching, Le Cabinet Pun Peintre (1 7 7 1), 
representing the artist in the midst of his family circle, shows the man 
as he is, the lover of the homely citizen’s life, in contrast to the 
courtly brilliance, which was the true atmosphere of the French 
illustrators. The one Frenchman whose spirit he most reflected was 
perhaps Jean Baptiste Chardin. Starting his career as a painter of 
enamels, he took up etching when he w>as about thirty (1756-57), 
backed by almost no academic study. Like Hollar he had a keen 
eye for the small things, which lend his little plates of costume a 
w r onderful value. Nor did he lack a true pow r er of expression of 
human feeling when depicting scenes from the phase of society 
w r hich he knew. Imagination fails him when he tries less realistic 
themes, and a lack of sound draughtsmanship is evident when he 
attempts work on a larger scale. 

1 Cf. abo\e, p. 211, Chap. V. p. 150 (note 2), Chap. IX. p. 284, and Intro- 
duction, p. 3. 
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The pocket almanacs, as popular in Berlin as in Paris at the end 
of the eighteenth century, in which much of the new literature was 
published, were happily of a size to need the smallest of illustrations, 
and it is in these that some of Chodowiecki’s best work appeared. 
He would etch his various illustrations, perhaps a dozen together, on 
one plate, and impressions from these would be cut up for use in the 
calendar. It is almost as rare to find these calendars complete with 
their illustrations as it is to meet with complete impressions from 
the plate with its various subjects undivided. Most attractive of all 



Fig 84 — Daniel Chodow iecki. 

The Marriage, from the Leben eines Ludei lichen. 


are perhaps the illustrations to Lessing's Minna von Bamhelm, which 
appeared in the Berliner Genealogischer Calender for the year 1770 
(the earliest of his calendar plates), while the print we reproduce 
from the Leben eines Liiderlichen (Fig. 84) appeared in the same 
calendar for the year 1774. Gessner’s Idylls (1773), and Gellen’s 
Fables { 1775), are other works he illustrated for the same publication 


CHAPTER VIII 

ETCHING IN THE EIGHTEENTH AND EARLY NINETEENTH 
CENTURIES 

THE GREAT ITALIAN ETCHERS — THE ARCH AIDERS AND AMATEURS — THE 
S AT I R I STS — GOYA 

The eighteenth century was a sophisticated age, and unfertile 
soil for an art which needs above all things natural and forceful 
expression. It was an age of critics, connoisseurs, and amateurs, 
which, while encouraging the arts in general, and reproductive 
engraving in particular, used original etching as its plaything. Great 
etchers were not absent, the greatest perhaps to be found among the 
satirists, whose aim seemed one with the spirit of the time in which 
they lived. But even here artists of first rank, like Goya, are 
isolated towers in the midst of barren levels, and Italy w*as alone as 
a nation to find her school of etching reach its highest development 
during this period. 

At the outset came the Tiepoli who, by the whiteness of their 
colour scheme, the true note of rococo art, and by the graceful 
and swinging pose of their groups of figures, contributed fresh 
elements of life to the art of fresco decoration. But while their 
achievement is in a truer sense rather a completion of the past 
ideals of their countrjmen, of Veronese above all, we meet, in 
Canaletto, on the other hand, aims more basically fresh to Italian 
artists, i.e. the seeking of inanimate nature for its own sake, freed 
from all the side issues of subject or allegory. 

Giovanni Batiista Tiepolo, whose fame as a painter of g. b. Tiepolo, 
monumental frescoes brought him to Wurzburg (1750-53) and 
Madrid (from 1762 until his death in 1770), was born in Venice in 
1696. As an etcher, he strove first and foremost to render the 
w r hite scheme of his paintings by means of sparing use of lightly 
bitten lines, laid with little or no cross-hatching. In his delicate 
handling of the needle, and to some extent in his treatment of com- 
position, he may have found suggestion in the work of Benedetto 
Castiglione, but he followed the latter in none of the meaningless 
scraw'l of shading. His etchings, only some fifty in all, are no mere 
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side-play in his work, hut as true an expression of his genius as his 
paintings. The ten plates of the Cafrica\ from which we reproduce 
the Xympk , with Satyr Child and Goats (Fig. 85), may owe some- 
thing to Sahator Rosa, but there is a refinement of line and drawing 
which the latter never attained. More powerful in etching, with 
less cross-hatching, and a more developed system of tremulous 
parallel lines broken at regular inters als, are the larger plates of the 
Scherzi di Fantasia} whose character places them even more 
certainly than the Capricci in the Spanish period. These medleys 
of satyrs and nymphs, gipsies and goats, philosophers and cavaliers, 



Fig. 85. — Giovanni Battista Tiepolo. Nymph, with Satyr Child and Goats. 


snakes and owls, trophies and tombs, are meaningless enough to us 
in subject, but their balanced composition of triangular build, the 
lightness of touch and fancy, give a true idea of Tiepolo’s genius for 
decorative combination. Tiepolo’s manner of painting finds perhaps 
its closest translation in the large etching of the Adoration of the 
Magi (after his own picture done for the Convent of S. Aranjuez). 

G. D. Tit polo. Giovanni Domenico Tiepolo (b. in Madrid 1726) inherited 
all his father’s ideals but somewhat less of his refinement. His 
etchings are more numerous than Battista’s, and are to a large ex- 
tent reproductions of the latter’s designs and paintings. In his set 

1 There are 24 Nos. in the set published by Domenico, but only 21 seem to be 
by Battista. 
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of twenty plates on the Story of the Flight into Egypt {Idee 
Pittoresche sopra la Fugga in Egitto , 1753), he shows however a 
considerable turn for invention of his own. Earlier he had pub- 
lished another set, 14 plates illustrating the stations of the Cross 
( Via Cruris , 1749). A series of Character Heads , which are possibly 
after Battista’s studies 1 (some based on Rembrandt, Leonardo, and 
other masters), come nearer to Castiglione than anything in the work 
of father or son. As an etcher Domenico is heavier in his line and 
shadow r than his father, and not infrequently (as w'ith certain of the 
Heads) darkens his tones by leaving ink on the surface of the plate 
in printing. His darker system conceals a comparatively poor 
draughtsmanship. 

In Venice during the first tw'O decades of the eighteenth century 
arose the school of architectural etchers, which finds its culmination 
in Canaletto. 

Ma rco Ricci (b. 1679 ?), a nephew of Sebastiano Ricci who still 
etched in the older classical manner, was among the earliest of the 
later Venetians to turn from subject to landscape (of which he left 
some 20 plates), while a far more prolific etcher of view's of Venice 
is found in Luca Carlevaris, who in his Fabriche e Vcdute di 
Venetia (104 plates, including title, Venice, 1 703) shows a true feeling 
for the value of delicate line. 

Antonio Canale, Canaletto as he is called, is said to ha\e 
been a pupil of Carlevaris, and must in any case have owed to him 
the direction of his art. 

A short time spent in Rome (from about 1719) may ha\e 
brought him into touch with the painter G. P. Panini, who w’as 
slightly his senior, but he never yielded much to the influence of 
his style. Remaining a true Venetian, he always laid far less 
emphasis on foreground than on effects of distance. 

His etchings are few' (thirty-one m all), but show' the same 
command of aerial perspective that marks his painting. He uses 
the simplest system of shading in parallels, giving to his lines a 
slight but regular sinuosity which suffuses the atmosphere with a 
sense of misty heat. To the achevement of his aim of expressing 
buildings in bright sunshine, he sacrifices all idea of rendering the 
quality of material. His stone never loses its essential character, 
but in the purely landscape portions of his work the tendency is 
towards the fusion of varying elements. We imply no blame thereby ; 
the single aim which he pursued has never been attained with more 
conviction than in these plates. The firm and simple mannei in 
which he shades his solid structures, has much of the virtue which 
made Meryon so great. A portion of one of his larger prints, the 

1 And in some cases perhaps etched by Battista. The distinction of the work 
of father and son is not alwajs quite certain. The catalogue m the collected edition 
by the son {1775) is by no means illuminating. Domenico’s younger brother, 
Lorenzo Tif.polo, also etched some plates after Battista. 
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Torre di Malghera , which is reproduced (Fig. 86), shows his 
characteristic style at its strongest. 

Canaletto’s work won especial appreciation in England, where 
he is found for a short period of uncertain length after 1746, and a 



Fig 86. — Antonio Canale. La Torre di Malghera (part). 


graceful acknowledgment of his English connexion is the dedication 
of the collected edition of his etchings ( Vedute alt re prese da i luoghi 
altre ideate) to Joseph Smith, 1 the British Consul at Venice (between 
1740 and 1760). One of the etchings bears the date 1741, and h is 
probable that the whole set appeared before Canale’s visit to England. 

1 His library was purchased by George III. in 1765 , and now forms part of the 
King's Library in the British Museum. 
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Canale’s nephew and pupil, Bernardo Belotto, who also as- Bernardo 
sumed the name of Canaletto, is a close follower of his uncle, adding Belotto. 
perhaps in brilliance and precision what he loses in freedom and 
freshness of handling. In his etchings, about forty in number, he 
follows a more pictorial aim. To balance the large size of his plates 
he adopts a heavier and more varied treatment of line, but keeps 
largely to the same simple scheme of parallel shading. Only a 
small number of his prints are of Italy, which he left early in his 
career. Some twenty-three are views of Dresden and the neighbour- 
hood (where he was settled for a great part 1 of the period between 
1747 and 1768), and a few again are of Warsaw (dated 1770 and 
1772), where he ended his days as painter to the King of Poland. 

Another great architectural etcher was working at the same time G. B. Piranesi 
as Belotto, ie. Giovanni Battista Piranesi, a Venetian who 
settled in Rome. Educated as an architect, he devoted himself 
almost entirely to engraving the great monuments of Rome of 
Antiquity and the Renaissance, achieving a work of enormous 
magnitude, a triumph of diligence distinguished by real genius. 

The definite aichaeological aim of his w r ork is evidenced by the 
lengthy disquisitions which he added as letterpress to several of his 
publications, and by the explanatory text engraved on so many of 
his plates ; but he was throughout more artist than antiquarian, and 
a strong vein of invention may not recommend him to the stricter 
sort of archeologist. The strength of his artistic power may be 
appreciated all the more if it is considered that it works in spite of 
the letters and numbers of reference, w hich one might expect to dis- 
figure an architectural plate. Of his various publications of pro- 
fessedly archaeological and topographical purport, the most important 
are Le Antichita Romane , 2 4 vols. (1756), Della magnificenza ed archi- 
tettura de' Romani (1761), and the Vedute di Roma (135 plates, in- 
cluding title-page and frontispiece, engraved between 1748 and 1778, 
with two plates added later by F. Piranesi). Considering the mass 
of his work, it is natural that the quality is variable. Occasional 
plates in the Vedute (e.g. Ponte Mo lie , Ponte Salario y Avanzi del Po/o 
di Aerva) and in other publications (e.g. the magnified sostruzione 
per render la via Appia pin commoda in the Antichita id A llano) show 
a command of light and of masses of architecture which is of the 
most imposing calibre, while other plates, especially those of the more 
modern buildings, descend to a more ordinary level of artistic interest. 

Like Bernardo Belotto he did the majority of his work on a 
large scale, and developed a most powerful manner of etching, which 
justifies the “imperial” size of his prints. For his foreground he 
uses broad lines, sometimes strengthened with the graver, but never 

1 Visits were also paid m this period to Vienna (1758-60) and Warsaw. 

2 Not to be confused with another set with a similar title, Antichita Romane de ' 

Tempi della Repubhca (1748). This is a series of smaller oblong plates (of a re hi Irion - 

fait , etc.), perhaps the most pleasing of all his smaller prints. 
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deadened thereby in vigour. Like Polanzani (who engraved his 
portrait 1 in 1750), and the imitators of Callot and Mellan in general, 
he makes great use of the swelling line, achieving bold contrasts of 
tone which can only be appreciated at their true value at a distance. 
His large compositions cannot, in fact, be examined in the hand, 
and gain immeasurably in force by being hung as pictures. Fore- 
ground is everything in his scheme of composition, which he may 
have owed to some extent to Panini — huge buildings rising to 
colossal proportions, towering as they do before the spectator in their 
immediate vicinity. 

The staffage of some of Piranesi’s dullest subjects with their 
Callotesque figures discloses an irrepressible instinct for life as 
well as learning, but the spirit of genius could not but suffer from 
the drudgery of his toil. Some of his most attractive plates are 
the fanciful compositions in the Opere Varie di Architettura , 1750 
(some plates repeated from the Prima Parte di Architetture of 1 743), 
while his greatest power is seen when his invention and gloomy 
fantasy is given the full play which is realised in the sixteen plates 
of the Carceri (1750 ; see Fig. 87) In the latter series, especially 
in the early states, his etching is purer, and less artificially varied 
than in most of his plates, and gains thereby enormously in freshness 
and vigour. These imaginary constructions with their colossal 
scaffolding, cranes, wheels, and galleries, with their monstrous con- 
trivances of torture, give scope in the management of masses of 
light and shade, which has been achieved in equal degree by no 
other engraver or etcher, except perhaps by M airhead Bone. 

The work and projects of Giovanni Battista, who died in 1778, 
were continued by his sons, Francesco and Pietro Piranesi, 
aided, it is said, by a daughter, Laura. 2 Francesco is by far the 
mo>t important of these as an etcher : but while inheriting the 
industry and some of the strength of his father, he is altogether 
inferior in draughtsmanship and artistic feeling. 

In 1799 the tw’o brothers removed with their whole stock to 
Paris, receiving encouragement, if not official support in their estab- 
lishment, from Napoleon’s Government. Between 1800 and 1807 3 
they reissued the whole of their father’s work with numerous 
additions of their own. including various series of prints after paint- 
ings and drawings by other engravers. 4 The great corpus, amount- 

1 Generally found prefixed to the Opere vane di A rchitettura, 1750. 

2 I ha\e only seen two plates with her signature, and ha\e not included her in the 
index Pietro signed some of the plates in the Antiquitts de la grande G rice f which 
first appealed in Paris between 1804 and 1806k but seems to ha\e been mainly 
occupied as publisher 

:i Francesco is said to have died m Paris 1810. Pietro seems to ha\e returned 
to Italy eaiher, as he published Piroli's Basn/te/ievi antichi di Roma in Rome, 1808. 
For contemporary reference to their Paris establishment see Magaan F.ncvclopMique , 
v. Tom s, p no, Tom 6, p 283 , i\. Tom. 2, p. 238 , andj. F. C Blann lllatn! 
Le Pan stum. Pans, 1807-8, p. 208 

4 Kg Raccolta di akuni Disegni del Barbien (by Kartoloz/i and others, the 
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ing to twenty-seven 1 large folio volumes, was reprinted by Firmin 



Fig 87. — G. B. Piranesi. Plate from the Carceri. 


Didot in Paris between 1835 an d 1839- Since that time the original 

original series having been issued in 1764) ; Gavin Hamilton’s Sc ho la Iiahca Picturae 
(engravings by D. Cunego, etc., originally published 1773) ; and three series of outline 
engravings by T. Piroli (who worked very largely in the Piranesi’s employ), after paint- 
ings in the Sal a Borgia , Villa Lante , Farnesina , and Villa Altoziti, by Raphael, etc. 

1 Sometimes described as twenty-nine ; but the three series by Piroli seemed to 
have formed one volume, as they do now in the R. Calcografia, Rome. 
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plates have been acquired by the Regia Calcografia in Rome, and 
modern impressions of some 1180 plates are still to be purchased. 
Of course the intrinsic value of these modern impressions is as small 
as their actual price, but some of the stronger plates are by no 
means completely bereft of their original virtue. 

Luigi Rossini. The mantle of the Piranesi fell on Luigi Rossini-, who engraved 
many large plates of the ancient architecture of Rome (mostly 
between 1817 and 1824). The greater part of his work appeared in 
a collected edition in seven imperial folio volumes in 1829. His 
plates have strength, especially in dealing with masses of dark 
masonry ; but they disclose far less of the powers of imagination 
that had given G. B. Piranesi's work so much more than a merely 
archeological 01 topographical value. 

Satire. Italy has not produced the greatest caricaturists, but with 

Leonardo da Vinci she had taken the lead in the art of conscious 
grotesque in the treatment of feature and form. Gothic art, with its 
naive and unconscious grotesque, which persisted so much longer 
in the North than in the South of Europe, possibly militated against 
the early development of a true school of satire in Germany or 
the Netherlands. Amid the mass of bioadsides and miscellaneous 
satirical prints which flooded Europe, particularly the Low Countries, 
during the seventeenth century, there is scarcely a single work of 
distinction. Even where it is the hack journalist turned designer, 
and seldom the artist yielding to a natural bent towards travesty and 
burlesque. 

P. L. Ghezzi. In the early eighteenth century it is again an Italian artist who 
is in the van of the caricaturists, Pier Leone Ghezzi of Rome 
(1674-1755). Giuseppe Maria Mtieeli of Bologna (1634-1718) 
may have suggested something of Ghezzi's style in his broad open 
manner, and bold drawing of large figures, nor was he without 
something of the sentiment of the satirist in his numerous prints of 
allegory and daily life. Ghezzi, however, strikes a new note in the 
outspoken personalities of his satire. The greater part of his cari- 
catures are only preserved m drawings (of which the British Museum 
possesses two most interesting volumes with manuscript elucida- 
tions by the artist), but some are engraved (e.g. by Matthias 
Oh vi er reich, Raccolta di XXIV Caricature , Dresden, 1750), 
while a few were etched by Ghezzi himself. They are almost 
entirely single figures and heads in profile, quite in the Leonardo 
tradition, not brilliantly incisive, but showing no lack of droll and 
harmless humour. 

English Satire In the natural development of a school of satirical engraving 
England stands almost alone. In no other country has the cari- 
caturist been left such complete liberty, and in the eighteenth and 
early nineteenth centuries social and political satire opened a field 
which attracted the energies of some of the most talented English 
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artists of the period. The genius among them, William Hogarth, 
was something more than a great satirist; Thomas Rowlandson 
was scarcely less brilliant, and far more naturally facile, in his 
limited field ; while James Gillray, though on a lower plane than 
either of the preceding as an artist, holds a very individual place to 
every student of English politics and history. 

In point of a liberal artistic education Hogarth, who was Hogarth, 
apprenticed to a silversmith, was the least favoured of the trio. 

Some study of drawing in the St. Martin’s Lane Academy, apparently 
after the term of his apprenticeship, had given him sufficient facility 
to undertake work of a more ambitious character, and though in 
1720 (the year in which his first trade-card is engraved) he started 
a shop of his own in his master’s craft, he was soon able to turn his 
back on mere silver-plate and heraldic engraving. 

From the very first Hogarth felt his gift and recognised his 
opportunity in satire. The display of prints on some topic of the 
day could not but arouse popular attention, and he was happy in 
finding a great subject in the earliest of his large engravings of the 
sort, the South Sea Babble , 1721. The plate is for the most part 
engraved with the burin in the dull manner of the Van der Guchts. 

The drawing is poor, the composition somewhat confused and 
obscure ; but in spite of its faults there is a fertility of invention 
and imagination here that does not belie his best achievement. 

In the first print he published on his own account, the Masquerades 
and Operas of 1724. Hogarth found an equally telling subject in a 
diatribe against foreign favourites in music and on the stage. John 
Bull, his island and his creation against the World, will always capti- 
vate the English masses, and the sentiment never flourished more 
vigorously than in the eighteenth and early nineteenth centuries, 
reaching its zenith in the prints of Gillray during the war with 
Napoleon and France. Hogarth is typically English in the didactic 
nature of his satire. He is essentially a preacher and moralist, but 
a preacher from the stage of life, with the spirit of the dramatist in 
the series of scenes with which he often addressed his audience. 

He is entirely responsible for both design and engraving of three 
of these “dramas,” the Harlot's Progress (1733-34), the Rake’s 
Progress (about 1735), and, most powerful of all, the Industry and 
Idleness (1747), while another series, the Marriage a la Mode 1 
(1745), was left to other engravers to reproduce (/>. to. G. Scotin, 
Ravenet , 2 and B. Baron). Meanwhile Hogarth was devoting 
more time to painting, and in spite of lack of training, his persistent 
devotion to nature and life developed in him a power which is one 
of the most refreshing influences in English art of the period. He 
will always, however, be best known by his prints (which in many 

1 The original pictures are in the National Gallery. 

2 The plates signed respectively R. F. Ravenet and S. Ravenet ; but the R. F. 
is probably only an engraver's error, both being by S. F. Ravenet the elder. 
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Hogarth, cases he engraved after his own paintings), and it is here that 
he could rely most on his early training. Of his large separate 
prints we might mention in particular the Southwark Fair (i 733), 
the Midnight Modern Conversation (1733-34, a satire on heavy 
drinking), and the Morning , Moon, Might, and Evening (of 1738, 
the Evening ” engraved by B. Baron). In another of his best- 
known designs, the Roast Beef of Old England, or Calais Gate 
(1749), Hogarth was assisted in the engraving by Charlie Mosley, 
while the engra\ing of the March to Finchley (1750), a record of 
the year 1745, is entirely by Luke Sullivan. 

Besides these larger works Hogarth is responsible for a con- 
siderable number of book illustrations, more especially in his early 
period. He is something of an eclectic in this branch of art, 
fifteen head-pieces to Beaver's Roman Military Punishments (1725) 
being closely modelled on Cal lot, while the plates in an edition of 
Butler’s Htnhbras (printed for I). Browne, 1726) show him merely 
adapting the anonymous illustrations in an edition published by 
John Baker (1709-10). Nevertheless the latter series, his most 
extensive achievement in book illustration, which went through 
many editions, did much to extend Hogarth's name. 

Nearly all Hogarth’s larger prints are strictly line-engravings, the 
foundation alone being laid in etching. Towards the latter part of 
his career, however, some of his more elaborated compositions were 
in etching, eg. the two prints of France and England or the Invasion 
(1756), and one of his most excellent plates, the Cock -pit of 1759, 
where only a small part is done with the graver. 

For several of his important works Hogarth executed small 
subscription plates entirely in etching, and some of these are far more 
incisive and convincing both in technical quality and in draughtsman- 
ship than the works they represent. The Laughing Audience of 1733 
(for the “Southwark Fair” and “Rake’s Progress”), the Rehearsal 
oj the Oratorio of fudith, of the same or following year, for the 
“Modern Midnight Conversation,' 7 and the Characters and Caricatures 
of 1743, for the “Marriage a la Mode,” are the most noteworthy 
of these etched subscription tickets. Hogarth also etched a few 
portraits in this broader and less elaborated manner, notably the Lord 
Lovat of 1746. In his engraved portraits Hogarth seldom did more 
than the more important parts, e.g. Ganich in the Character of Richard 
ILL (i74^j assisted bv C. Grigniox). and Hogarth painting the 
Comic Muse (17491. Many of his portrait paintings or designs 
were engraved by Bernard Baron (e.g. Dr. Thomas Herring, 1750). 

Hogarth was neither a great engraver nor a great etcher. His 
line-engravings do not possess the soundness of technique and 
certainty of draughtsmanship required by that art at its highest, 
and it is only the smaller number of his etchings (such as the 
Lord Lovat) which are done with the freedom of touch, without 
which an etching lias little inherent virtue. But though Hogarth’s 
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achievement is only of secondary importance in the history of 
engraving and etching as such, he remains an artist whose special 
gift for dramatic situation and satire gives him a notable place 
in whatever medium he chose to express his genius. 

The genius and achievement of Thomas Rowlandson stands in Rowlandson, 
marked contrast to Hogarth’s. Trained in the Academy schools and 
afterwards studying for two years in Paris, a natural facility of com- 
position was seconded by an unerring draughtsmanship. For a few 
years after his return from Paris he was exhibiting painting (historical 
and portrait) in the Academy (1775-81); but his love of irregular 
living led him to leave a field in which persistent effort was essential, 
and restrict himself to forms of art which were more compatible with 
his devotion to the gaming-house and tavern. We cannot imagine 
Rowlandson other than he is, and perhaps the very irregularity of 
his life is to be thanked for preserving the caricaturist of first water, 
where we might have had another portrait painter among so many. 1 

His earliest published caricatures date from 1774, and from the 
middle of the next decade there was a constant succession through- 
out his life. Most of his separate prints are good-humoured, if not 
always discreet, caricature of social life, designed with a full-blooded 
rotundity of form which with all its coarseness presents a constant 
charm of curve. He touched politics less than society, except when 
such a subject as the Duchesses at the Elections (1784) gave him a 
topic that could not but have its purely humorous appeal. Rowlandson 
seldom did more than the line-etching of these works, most of which 
were published tinted by hand, sometimes over an aquatint founda- 
tion. In the caricatures issued by S. W. Fores of Piccadilly, and by 
Rudolf Ackermann, these secondary parts are generally added with 
considerable skill ; but we should beware of estimating Rowlandson’s 
artistic power by the later prints published by Tegg of Cheapside, 
which are most lurid in colour, and often coarse in line and diawmg. 

The irresponsible Rowlandson was happy in finding a taskmaster Ackermann \ 
like Rudolf Ackermann, a German settler who opened an estab- publications, 
lishment called the “ Repository of the Arts” in the Strand, and 
who, from 180S until his death in 1834, was indefatigable in the 
publication of illustrated books. Much of Rowlandson’s work was 
first produced in his magazines, the Repository of Arts (Jan. 1809- 
28) and the Poetical Magazine (May 1809-12), the publisher 
either supplying the artist from month to month the copy which 
he w as to illustrate, or as it happened in the case of the Tour of Dr, 

Syntax , an even more irresponsible journalist -author, W. Combe, 
producing each month the verses to illustrate the artist's etchings. 

Row landson is seen in his happiest mood in the Tour of Dr. Syntax 
in Search of the Picturesque (31 plates, 1812, 28 of which had 

1 lie was also a landscape artist of a charming simplicity of style, but his 
original work in this field was chiefly in water-colour. His Imitations of Mode* n 
Drawings, issued between 1784 and 1788, include some excellent soft-ground etchings 
after Gainsborough landscapes. 
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appeared in the Poetical Magazine), with its supplements Dr, Syntax 
in Search of Consolation (2 4 plates, completed 1820), and Dr, 
Syntax in Search of a f fife (2 5 plates, 1821). 

His other important works for Ackermann with Combe’s text are 
the Dance of Death (72 plates, 1816), the Dance of Life (26 plates, 
1817), and a final good-bye to his congenial collaborator in the 
History of Johnny Quae Genus , the little Foundling of the late Dr. 
Syntax (1822), In the Vicar of Wakefield (24 plates, 1817) he 
again had a congenial task, while most voluminous of his works are 
the Microcosm of London (completed in 3 vols., 1810; 105 plates 



Ho. 88. — Thomas Rowlandson. Copper-plate Printers at Work. 


designed in collaboration with Pugin), and the World in Minia- 
ture (42 vols., between 1821 and 1S27; text by F. Shoberl). As in 
the case of the large raticatures. Rowlandson did nothing in these 
publications but the pure etching on the plate. These were then 
aquatinted by one of the many etchers 1 in Ackermann s employ, 
a proof was coloured by Rowlandson and the published impres- 
sions were coloured by hand with this as copy, seldom more than 
two or three neutral tones being employed in the printing, and 
probably never more than the one plate. 

Gill ray J wins Gim.ray is a far poorer artist than either Hogarth or 

Rowlandson, hut as political satire of almost incomparable licence 
his work has a considetable historic value. As a man he was even 


1 E.g J (\ Stadlei. J Hlm.k, I\ Sutherland, and J. 1 1 ill. 
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less responsible than Rowlandson, intempeiate habits inducing the 
imbecility by which the last four years of his life was darkened 
Most of his work was issued by Miss Humphrey, the printseller of 
St. James Street, 1 who also affoided the artist lodging in hei house. 

In his personalities Gillray showed more venom than any of his 
contemporary caricaturists (e.g. his Alderman Boy dell, or a Peep into 
the Shakespeare Gallery , 1791), and, with his unbridled criticism 
of politicians in the stormy time of the French Revolution, it is no 
wonder that he sometimes provoked more than a passive hostility. 

Collected editions of impressions from his plates were published 
after his death, with descriptive text, in 1830 and 1851 (including 
some 582 numbers). 

Among the more prolific of the draughtsmen of social caricature 
of the latter part of the eighteenth century one might mention H. 

W. B unbury and Henry Wigstead, but as original etchers both 
may be left out of account. Bunbury was reproduced largely 
by James Bretherton, who also published numerous satirical James 
prints, in particular those of James Sayers ' 2 (or Suyer, as it is J' relherton 
sometimes written). Sayers s etchings are amateurish enough in 
drawing, but in the political struggle between Fox and Pitt they 
played no inconsiderable part in the history of the time. 

One of the best of the caricaturists of the period was Rom r r Robert 
Dighton. His numerous portrait etchings show delicate draughts- ^ighton. 
manship, and an avoidance of excess in caricature, which was rare in 
his day. Unfortunately the man did not avoid excesses as a dealer 
and collector, having made a regular practice, between about 1795 
and 1806, of deftly abstracting some of the most valuable prints 
from the portfolios in the British Museum. Happily the majority 
of these, including many of the Cracherode Rembrandts, were 
recovered on his detection, all of which may now be recognised by 
the letter D on a palette, the collector’s stamp with which Dighton 
was brazen enough to decorate hE acquisitions. Strange to say 
his activity did not seem to suffer any interval after this lapse, and 
both he and his son Richard Dighton continued their caricatures Richard 
for several years later. Dighton 

Henry Alken deserves mention among the social cartoonists Henry Aiken 
as the chief purveyor of sporting prints. His power as a draughts- 
man is not brilliant, but the very subject of his punts naturally 
secures their popularity in the English market. Aiken himself 
etched in soft-groun 1 the majority of his plates, which were often 

1 She had also had addressee n the Strand, New and Old Bond Street William 
Humphrey, the nie/mtint engiaver, was also a printseller (address^ 338 strand, and 
Gerrard Street i and may have |y*en a connexion 

“ Not to be confused with a Kol*.rt Saver, who published man) earn atm* s 
f mostly anonymous, some by KonKicr I>iohi<*m in 1792-03 after which he w is 
succeeded by Laura’ ithe mezzotint engravt ? i and Whittle This Rol>ert Saver was 
also a publisher of mezzotints, succeeding to I\ Overton a stock in 1766. 
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coloured by hand. His prints were for the most part published by 
M‘Lean of the “Repository of Wit and Humour’ 1 (26 Haymarket), 
as the establishment was christened after the model of Ackermann. 
One might mention, in particular, Humorous Specimens of Ridings 
1821, the Symptoms of being Amused , 1822, and A Touch at the 
Fine Arts. 1824 (all in soft ground), while in the National Sports 
of Great Britain, 1821 (coloured aquatint), the design alone is by 
Aiken. Another of his more famous books “Nimrod’s” Life 
of a Sportsman (with 32 etchings), was published by Ackermann 
in 1S42. 

Before leaving the field of caricature we would mention three 
more recent artists whose work finds a closer natural affinity with 
the traditions of the eighteenth century than with etching in its 
modern phase, i.e. Cruikshank, Leech, and Keene. 

George Cruikshank (b. 1792) was the son of a caricaturist 
of the type of Gillray, Isaac Cruikshank, and even before his 
twelfth year seems to have embarked on the career of etching in 
his father’s vein. Both he and his elder and less -gifted brother 
Robert Cruikshank 1 (who later did more book illustration of a 
miscellaneous description) assisted their father in etching and in 
colouring impressions, and sometimes a satisfactory distinction of 
their several work is difficult. George Cruikshank, however, 
developed a power of expression which has left the others com- 
pletely in the background. He was an enormously prolific worker, 
some 5265 numbers (about half being etchings, the rest lithographs 
and woodcuts) being noticed in Reid’s Catalogue. He cannot be 
said to take rank as an etcher. In fact, few of the caricaturists we 
have mentioned turned to the process for the sake of its special 
virtue, but regarded it merely as the most practical way of multi- 
plying the designs of their pen or pencil. With all his astounding 
facility and preciseness of draughtsmanship, he seldom lacks the 
significant touch of the true artist and humorist. Amid the 
masses of his work which, as he himself entitled a series of his 
prints, are for the most part mere scraps and sketches , often jumbled 
together many on one plate, it would be idle to attempt any special 
citation. His delicate talent for caricature, tinged with a vein of 
romantic feeling, combined with a high imaginative faculty, pro- 
duced in art an almost perfect embodiment of what Charles 
Dickens created in literature. 

Another etcher, much influenced by Cruikshank, in whom 
Dickens lives again, is Hablot Knight Browne, or “Phiz” as he 
signed himself. His work is too well known to need description. 

John Leech and Charles Keene are of household fame as 
illustrators of Bunch. Exponents of the lighter sides of character 

1 E.g 68 aquatints, in “Bernard Blackmamle’s ” (/ e C. M. Westniaeott’s) 
English Spy, 1825, a regular mine of scandal of life at Eton, Oxford, and London. 
He woiked with George in a similar book, Pierce Egan's Life in London, 1821. 
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and life rather than caricaturists, essentially early Victorian in the John Leech 
harmless and unexceptionable nature of their subjects, they represent a ? d Charles 
a healthy reaction from the excessive coarseness of eighteenth Keene ' 
century wit. Most of their work was reproduced on wood, but 
both etched a considerable number of plates ( e.g . Leech : Etchings 
and Sketchings , 1836, and both in Mr. Punch's Pocket-Book : Leech, 

1844-59; Keene, 1865-75). 

Keene set little store on the separate plates he etched during 
his lifetime, and comparatively few impressions had got abroad 
before a recent posthumous issue of twenty-one plates. 1 Most of 
his plates (less than fifty, including the Punch prints) are single 
figures or studies from everyday life, but there are a few landscapes 
of exquisite feeling. 

Apart from Hogarth, Rowlandson, and Giliray the art of etch- 
ing in England during the eighteenth century is of little account. 

Here and there painters etched a few unimportant plates, while 
professional artists and amateurs alike reflected the general lack of 
original inspiration by their copies and imitations of the old etchers. 

Jonathan Richardson, the elder (1665-1745), a painter more Jonathan 
interested in his collections and his criticism than in the practice of Rlcha rdsoii I. 
his art, etched a few portrait plates which are not without interest. 

They are lightly executed with a delicate point, but in a fresh and open 
manner of line which has entirely broken with the Hollar tradition. 

Thomas Worlidge (1700-66) was a far more prolific etcher, Thomas 
but except for his portraits his work has small artistic value. As a ^ orlid S e - 
portrait draughtsman he enjoyed considerable popularity in his day. 

He is one of the very few etchers of the period who used dry-point 
at all freely, but he possessed neither the boldness of touch nor the 
certainty of draughtsmanship, w ithout which the process leads merely 
to woolly or unbalanced results. He made numerous copies 
from Rembrandt etchings, notably one of the Hundred Guilder 
Print, which bears his usual signature T.W. He is perhaps most 
generally known for the collection of etchings after Antique Gems 
(182 Nos.), which appeared in parts from about 1754, but w'as not 
published in its entirety until after his death, by his widow in 1768. 2 

Three other English etchers of the eighteenth century whom we Benjamin 
would mention were also copyists of Rembrandt, Benjamin Wilson, Wilson, 
and two amateurs, Capt. Baillie and the Hon. and Rev. Richard RichaidByion. 
Byron (a great-uncle of the poet). A few' landscape plates by 
Wilson and Byron in Rembrandt’s manner are clever imitations, 
w'hich have not infrequently deceived the collector. Wilson’s best 
w'ork in etching, as in painting, was in portrait, in which his style 
closely resembles Worlidge. 

1 Ed. M. H. Spielmann, 1903. The original copper-plates used in this edition 
are now in the British Museum. 

2 Copies are said to ha\e been issued printed on satin. 
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Capt. William Baillie, an Irishman who had fought at 
Culloden, and served in various campaigns on the continent of 
Europe, retiring early to hold an appointment of Commissioner of 
Stamps, did more etching than either of the preceding. Besides 
making several copies from Rembrandt etchings (of which the 
Goldweigher and the Three Trees are most frequently met with), he 
achieved fame by his restoration of the original plate of the 
Hundred Guilder Prints which had come into his possession. 
Impressions from the whole plate as reworked by Capt. Baillie, and 
from the four pieces into which he afterwards divided it, are by 
no means uncommon. Most of his work, 1 which numbers over a 
hundred plates, was done between his retirement from the army 
(about 1761) and 1787, but one or two of his more dilettantish 
performances date earlier, e.g. a portrait of Corporal Jones ( ? John 
Golding) of 1653. Comparatively little of his work is original, a 
great part in the crayon and stipple manners reproducing drawings 
in private collections (in particular that of the Earl of Bute). Con- 
sidering the lack of early artistic training, and the real excellence of 
some of his w’ork, especially his crayon engravings and mezzotints, he 
must have possessed much of Prince Rupert’s ingenuity for processes. 

The reproduction of old master drawings by means of etching, 
aquatint, line, and crayon engraving, was almost as popular in 
England as in France during the eighteenth century. We take this 
opportunity of referring in a note to a few works of the kind which 
are described in various sections of this book. 2 

The rise of an indigenous school of landscape painting in 
England in the second half of the eighteenth century and the begin- 
ning of the nineteenth century was the herald of a return to the best 
traditions of original landscape etching. In the hands of John 
Crome of Norwich (who did some 44 plates, bearing dates between 
1809 and 1813) the accomplishment was modest, and the mere side- 
play of a painter, but it is sounder in principle than almost anything 
that had been produced in Europe for more than a century. 3 He is 
most at home with the soft-ground process, which so many of the 
water-colourists of the time used for the plates of their drawing- 
books. 4 In ordinary etching, his work is inclined to be thin 
and weak in its line, a fault not improved by poor biting and 
printing. Nevertheless his natural genius conquers the incom- 
pletely mastered medium, and in his landscapes and studies of 
oaks in particular he is scarcely second to Ruysdael or Rousseau. 

1 A collected edition was published by Bovdell in 1792 ; reissued 1803. 

2 Boucher, Caylus, etc. (p. 248), A. Pond and C. Knapton (p. 31 1). Earlom 
fp 275), Bartolo/zi ip 291), \V. \V. Rjland and S. Watts in Rogers’s Prints in 
Imitation of Drawings (p. 293), Mass£, etc. (p. 368). 

3 Gainsborough is a brilliant exception with his few etchings and aqu, (tints. His 
soft-ground etchings, e.g. the Watering Place , published after his death by Bo}delI 
in 1797. are among the earliest examples of the process. 

4 See Chap. IX. Aquatint, p 303. Cf. also Crayon , pp. 288-9. 
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Crome himself, like many painters, did not much value his etchings, 
and the first public issue of any number did not occur until after his 
death (i.e. Norfolk Picturesque Scenery , Norwich, 1834; 31 plates). 

The second great artist of the Norwich school, John Sell J. S. Cotman. 



Fig. 89 — John Crome Study of Trees. 


Cotman, probably did some of his soft-ground studies about the 
same time that Crome was etching, but they were not published 
until 1838 in his Liber Studiorum. Besides these, Cotman pro- 
duced a large number of other etchings for various publica- 
tions 1 of architecture and antiquities, chiefly between 1810 and 

1 Rg- Architectural Etchings* 181 1 ; Antiquities of Norfolk, 1812-18; Sepulchral 
Brasses of Xor/olk, 1814-19 , Specimens of Norman and Gothic Architecture in Nor- 
folk, 1816-18 ; Dawson Tui ner’s Archiitctural Antiquities of Not mandy, 1822, 

R 
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1820 ; but though excellent of their kind they seldom rise, like those 
of his professed model Piranesi, from the category of archaeological 
illustration into being real works of art. 

Perhaps the greatest achievement in soft-ground etching of this 
period is the series of Twenty Views in Paris etched by Thomas 
Girtin in 1802 (very rare in this state), and completed by 
F. C. Lewis and others in aquatint. 

The work of two Scotchmen (Wilkie and Geddes) is of par- 
ticular interest for its revival of dry-point. 

Sir Da\id Wilkie (whose etchings and dry-points, some thirteen 
in number, are dated between 1819-24) makes good use of the 
burr in plates like the Man seated at a Desk , but his etched work is 
of small importance in comparison with his painting. 

With Andrew Geddes, on the other hand, etching takes by no 
means a second place. Next to Raeburn he was one of the most 
prominent of the Scotch portrait painters in the earlier part of the 
nineteenth century, and it is chiefly in the field of portrait that he 
practised etching. The dry-point Portrait of his Mother (Fig. 90), 
which recalls Rembrandt’s late work in the richness of its burr, repro- 
duces a painting in the National Gallery of Scotland, and it is possible 
that Geddes repeated the subjects of his pictures in many of his other 
portrait plates. His few landscapes are again directly inspired by 
Rembrandt, and are quite remarkable at the period for their free 
and vigorous handling. His etchings (about forty in all) bear dates 
between 1822 and 1826, ten of them being issued by the artist in 1S26. 

A considerable number of landscapes in etching and dry-point, 
much in Geddes’ manner, were done by a Norwich amateur, Rev. 
Edward Thomas Daniell, who must have enjoyed Cronie s teach- 
ing in drawing while a boy at the Norwich grammar school. His 
prints, whose dates cover the years 1824-35, are excellent works, 
and anticipate far more nearly than anything of Crome or Cotman 
the modern revival of etching. 

David Charles Read, w ho passed the best part of his life as 
a drawing-master in Salisbury, is far more prolific than Daniell as 
an etcher, but his style is much less sound. His work, w'hich in- 
cludes some 237 numbers (done between 1826 and 1844) is almost 
entirely landscape. His interpretation of nature is strikingly un- 
affected for the time, but his drawing is often somew T hat confused 
and meaningless, the tone being occasionally overloaded with 
roulette work {e.g. the Stonehenge). His best plates are the dry- 
points in which he has reframed from elaboration, but he does not 
use the medium with the powder of either Daniell or Geddes. 

Among the landscape etchers of the early nineteenth century 
there still remains the most distinguished artist of all, Joseph 
Mallord William Turner. His etching, done almost exclusively 
for his Liber Sfndion/m, dates from about 1807, i.e. tw T o years before 
the earliest date on any plate of Crome, but we have reserved it 
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for later description, as its style remained almost without influence 
on the etchers whose work we have just been describing. There is 
good reason for this ; for his plates, in spite of their excellence, are 
not, in fact, true etcher’s work. Turner merely used the etched 



Fig. 90. — Andrew Geddes. Portrait of his Mother. 


line as the skeleton, so to speak, of a subject designed to be finished 
in mezzotint. The Liber Studiorum had been projected by Turner The Liber 
in direct rivalry with Claudes Liber Veritatis, which Earlom had ^udiorum. 
engraved and published in 1777. Claude’s idea had been to safe- 
guard himself against copyists by keeping a record on a small scale 
of the compositions of his pictures. Turner, on the other hand, aimed 
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at an entirely original work, quite separate from his painting, which 
was to be a monument of the variety and strength of his genius for 
landscape composition. 1 

He made the drawings 2 for the most part in sepia, 3 etched the 
main outlines in vigorous line, 4 and then put the plate in the hands 
of some mezzotint engraver to finish the subject by the aid of his 
drawing and under his supervision. 

Turner originally intended to include ioo plates in the 
work, but only 71 were published, 5 some 20 more plates being 
engraved or partially finished. F. C. Lewis finished the first plate 
(R. 43) in aquatint, but this was his only plate, and Turner in- 
clined thenceforward to the use of mezzotint, though aquatint is not 
infrequently found in combination. The other engravers who con- 
tributed were Charles Turner (23 published plates, 1 unpublished), 
W. Say (ii published, 2 unpublished), Dunkarton (5 published 
plates), G. Clint (2 published plates), J. C. Easling (frontispiece, 
3 plates alone, and 1 in collaboration with Annis), W. T. Annis 
(r alone), S. \V. Reynolds (2 published plates), T. Hodgetts (3 
published plates), H. Dawe (4 published, and possibly several of 
the unpublished plates), T. Lupton 6 (4 published, and 2 unpublished 
plates), and finally 10 of the published plates and some of the un- 
published were mezzotinted by J. M. \V. Turner himself. 

One of the most powerful of the plates entirely done by Turner, 
the Junction of the Severn and the Wye (R. 28) is reproduced in its 
early etched state (showing signs of the mezzotint rocker in places) 
in Fig. 91. In three instances the etching was done in soft ground, 
i e. R. 70, 90, and 91, the two latter not being carried beyond 
this stage. The Liber was issued in fourteen parts (each con- 
taining five plates) between 1807 and 1819, but was then re- 
linquished for lack of success. Some of the drawings, which 
were not reproduced at the time, have been recently engraved with 

1 In the words* of the prospectus issued in 1807 it was intended in this publica- 
tion to attempt a classification of the various styles of landscape , viz. the historic , 
mountainous , pastoral , marine, and architectural. The respective styles are indicated 
in the prints by the capital letters in the centre above, H, Ms or M, P, M, A. EP 
occurs on several of the more imposing pastoral subjects, and probabl) means 
F.ievated Pastoral ( Epic and Elegant are other suggestions). 

2 The greater part are now' in the National Gallery. 

3 Contrast Chap. VII. p. 222. 

4 Tn certain numbers the inscription only claims the drawing for Turner. The 
majority are inscribed drawn and etched by J. . 1 /. 1 1 . T . , but even here Seymour 
Haden and Drake attempt a differentiation between those which they regard as 
entirely etched ( i e. bitten) by the master, and others in which the quality seems to 
show that he only opened the ground with the etching needle preparatory to biting. 
It is only natural to suppose that the exact amount done by the master, and the ex- 
tent of supervision given to his engravers, would vary according to the circumstances 
of each plate m the course of so arge a work. 

5 I.e. Frontispiece and 70 plates (Rawlinson’s Catalogue, 1-71). In addition 
to the unpublished plates (R. 72-91), 8 drawings of other subjects for the work are 
known, which were not engraved at the time (R. 92-99) 

6 He also engraved facsimiles of 17 of the plates of the Liber between 1858 and 
1864. Cf. p. 283. 
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no less power than is seen in the best of those by Turner’s con- 
temporaries, by Frank Short. Mr. Short has also made copies of 
some of the plates, a considerable number being after those which 
were left unpublished in 3819. It may be added that another of 
the drawings {Mill near the Grande Chartreuse, R. 54) was twice 
etched by Seymour Haden (Drake 49 and 50). 

The reworking of the plates as they became worn in the printing 
seems to have been done entirely by Turner himself, and the later 
impressions preserve a comparatively greater artistic value than they 
would do in the ordinary course, on that account. It is still, how- 



Fig. 91. — J. M W. Turner Junction of the Severn and the Wye, 
from the Liber Studiorum (proof state). 


ever, the early engraver’s proofs, and only the earliest of the published 
states, 1 which show the delicate mezzotint burr in all its richness. 

In the Netherlands the eighteenth century was as barren in The Nethlr 
original etching as the preceding period had been rich. Her inspira- LANDS * 
tion was exhausted with a splendid activity, and her artists were 
living in the past, copying and imitating with skill, but breaking no 
new paths, and expressing few fresh ideas. In the latter part of the 
century Hendrik Kobell caught something of the freshness of Hendrik 
the older masters in his landscapes and marines, while his son Jan Kobell. 
Kobell II., 2 who was working in the first decade of the nineteenth Jan Kobell II. 

1 The states are indicated by a variety of small marks, generally the addition in 
margin of fa) a dot or dots , (b) lines ; (<*) lines connecting the dots, making m some 
cases small figures like H or A ; (t/) dot in circle of letter of classification above, or 
initial letter of title These marks generally txrgin with the second state. 

2 H. and T. K. belonged originally to the same family (of Frankfurt extraction) 
which produced similar archaising etchers at the same period in Germany. 



246 ETCHING IN 18th AND EARLY 19th CENTURIES 


John Chalon. 

Johannes, 
Johannes 
Christian, and 
Pieter Janvui 

L B Coders. 


Gkrm \nv. 


Jonas 
U in bach. 


J F. Beich. 


C. B. Rode. 


J \\' Baur. 
M. Scheits. 

J U. Fran- k 
J. H. Roos 


century, showed himself an apt imitator of Paul Potter in his etchings 
of animals. 

More exclusively mere imitators are John Chalon, who worked 
sometime in London and made numerous copies and imitations of 
Rembrandt and his school, and Johannes Jansox of Leyden. The 
latter, and his sons Johannes Christian Janson and Pieter 
Jansox, produced a considerable number of landscapes with 
animals, chiefly copied or imitated from A. van de Velde, Carel du 
Jardm, and the like. 

An etcher of greater originality, who used dry-point and soft 
ground as well as ordinary etching, is Louis Bernard Coolers. 
His style is comparable to that of Worlidge, and some of his plates 
of genre and portrait (e.g. one of Johannes Janson) are quite 
excellent and spirited in handling. 

In our chapter on the “Masters of Etching” no word was 
spoken of German etchers, if we exclude Hollar from thL category. 
Etching played so small a part in Germany during the seventeenth 
century, that we have reserved allusion to it in introducing the work 
of the succeeding period. 

Jonas Umiiach (1624-1700) of Augsburg was one of the more 
independent of the etchers of the time. He produced many small 
plates of landscape, and of Scripture illustration, but the most 
charming side of his talent is seen in his Bacchanals and other 
mythological subjects, in which he affects Guido Reni’s delicate 
manner of etching. 

Joachim Franz Beich is another etcher at the turn of the 
century who was influenced by work produced in Italy. His land- 
scapes savour of Claude and the school of Poussin at Rome. A 
more pow*eiful artist, whose inspiration also came from Italy, is 
Christian Bernhard Rode (1725-97) of Berlin. His numerous 
plates, many of large dimensions, illustrating history, Scripture, mytho- 
logy, and various subjects, show* an imitator of Tiepolo, though their 
diffuseness and lack of grip are more reminiscent of Castiglione. 

Followers of Northern models were the etchers Johann Wilhelm 
Baur (1600?- 1642) and Mathias Scheits of Hamburg (about 
1640-1700), the former closely influenced by Cailot, the latter 
working in the manner of Ostade. Somewhat comparable to Baur 
is Joh\nn Ulrich Franck of Augsburg, whose etchings of soldiers 
are rough, but full of life. 

During the latter part of the seventeenth century Germany had 
a capable representative of animal etching m Johann Hmnrich 
Rous, 1 who had come under the influence of the Dutch etchers 
both in Amsterdam and Italy, before settling in Frankfurt. Animal 
etchers of much more indigenous character are the Augsburg 

1 A Vienna etcher of the same surname, Joseph Roos, etched a few plates of 
animals in a very similar manner about a bundled }ears later 



GERMANY— SWITZERLAND 


247 


painters Georg Philipp Rugendas and his pupil Johann Elias g. p. 

Riding er. The former worked as a battle-painter, but the etchings of Ru p endas - 
both consist largely of animals and hunting scenes. For the sports- Rldmo - er 
man and the lover of game they may possess a certain interest, but 
their artistic value is a negligible quantity, so dull and lifeless is their 
draughtsmanship. Ridinger was a most prolific etcher, and both he 
and Rugendas also produced a considerable number of mezzotints. 

German etchers in the eighteenth century were for the most 
part without individual style, and were content to repeat badly what 
had been done greatly by the Dutch the century before. Christian 
Wilhelm Ernst Dietrich of Dresden was the leader of the C. w. E. 
archaisers alike in painting and in etching, and many a picture Dietnch * 
produced in his school has long passed under names such as 
Rembrandt and Ostade. His etchings are numerous, and, like 
those of the line-engraver G. F. Schmidt, are mostly modelled on 
Rembrandt. 

Of the landscape archaisers and imitators, Franz Edmund f E 
Wei rotter is most successful when he keeps to plates of the Weirotter - 
small dimensions, to which his delicate and clearly etched line is 
fitted. Only a small number of his prints are directly after Dutch 
originals ; but almost all his work, though strictly independent in 
composition, is reminiscent of the simpler type of Dutch landscape, 
such as that of Jan van Goyen and Pieter Molyn. 

Berchem finds a prolific imitator of his landscape in Ferdinand Ferdinand and 
Kobell 1 of Mannheim, while the latter’s son, Wilhelm Kobell, 
followed Berchem and Du Jardin in his plates of animals, which are 
slight but not without spiiit. 

A modest, but nevertheless more individual place is held by the Salomon 
Zurich amateur and author Salomon Gessner. His etchings of^ 51161 *' 
idyllic landscape are feeble enough in figure drawing, and scarcely 
pleasing in their dotted manner of rendering foliage (like Roghman), 
but they possess a genuine atmosphere of their own, which finds its 
nearest analogies in the sentiment of Blake, Calvert, and Samuel 
Palmer. Almost all his plates were done to illustrate his own 
writings, e.g. Contes Moraux, Zurich, 1773, Schrijten, Zurich, 1777-78 
(the first volume being the Contes Mo mux), and numerous other 
editions. A considerable number of his small prints were also 
published in the Helvetischen Calemlem of Zurich (between 
1780 and 1 788). 

German and Austrian etching present little more of interest until 
the revival of the art in the nineteenth century, and the movement 
was felt considerably later here than in France or England. There 
is no lack of large, dull landscape work, in a stiff manner, on the 
borderland between etching and engraving, e.g. that of Jacob 
Philipp Hackert and J. L. E. Morgenstern, but almost all the 
work of the school is best consigned to oblivion. 

1 Cf. above, p. 245, footnote. 



248 ETCHING IN 18 th AND EARLY 19 th CENTURIES 


Adam von 
Bartsch. 


F RANCE„ 


Jean de 
Jullicnne 


J. Audran 
B. Audran II. 
Count Caylus. 

Boucher. 


Antoine 

Watteau. 


Caylus, and the 
reproduction 
of drawings. 


We cannot leave the German and Au>trian etchers without 
some reference to Adam von Bartsch (1757-1821), who for some 
years before his death was Director of the Imperial Print Collection 
at Vienna. As an engraver, he is chiefly known for numerous 
plates in line, etching, and crayon after prints and drawings by old 
masters. His real fame, however, rests on his numerous catalogues 
of engravers, and above all on the great work, Le Feint re- Graven r, 
which appeared in 21 volumes between 1803 and 1S21. Despite the 
absence of scientific criticism and of reference to locality of prints, 
and many lacunae which are explained by the limited basis of its 
material, 1 the w’ork still forms the central foundation of iconography. 

Etching in France during the eighteenth century was to a large 
degree merely the ttansference of drawings to copper, in a manner 
imitating all the peculiar qualities of the pencil, pen, or chalk. We 
mentioned in the preceding chapter the great publication of Watteaus 
work by the amateur Jean nr Juluennk. 2 Two of the four 
volumes of this work ( Figures de differents cai ae teres de fay sages et 
d' etudes dess inees dapr'es nature) w^ere entirely devoted to the re* 
production of the master's drawings. Pure etching is seldom 
used, the bitten line being almost ahvays sharpened and reinforced 
with the graver. Of the 350 plates, some 125 are the w'ork of the 
then young Francois Boucher, while Jean Audran, Benoit 
Audran II., Count Caylus, and several others beside Jean 
de Jullienne himself, are responsible for the rest. 

One of Bouchers plates is reproduced (Fig 92), and shows how r 
excellently he preserved the quality of Watteau’s drawing. Jullienne’s 
publication contains the greater part of Boucher’s etched work, but 
there are some fifty or sixty more stray plates of figure and fancy 
subject. 

Antoine Watteau himself etched a few figure studies in a 
similar manner, but they are of slight importance (e.g. Figures de 
modes dess inks et gravees a Tcau-forte par A . Watteau et ter minks 
par Thomassin le fils. Chez Duchange. . . . Front, and 1 1 plates, 
occurring in the Watteau Corpus of the British Museum) 

In the reproduction of drawings the aichaeologist 3 and amateur 
Count Caylus was by far the most prolific worker of the time. 
Some three thousand etchings and engravings after drawings in the 
Royal and private collections of France are from his hand, and though 
scarcely true enough in reproduction to satisfy the modern student, 
they at least form a most valuable record of scattered w^orks. The 
etchings which he contributed to the Cabinet Crozat 4 (1729) are 

1 The collections of Vienna formed us chief groundwork, though Pans and 
numerous German collections must have also conti lbuted. 

“ See pp. 200-1, and notes. 

3 His great work in this capacity is the AVc ueil d' A ntiyui U ( s , y vols., Paris, 1752- 
67 (the plates by himselD. 

4 Cf. Chap VII. p. 202 
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in many cases combined with tone printed from several wood-blocks 
in the chiaroscuro method by Nicolas Le Sueur. 1 Charles 

Two pupils of the painter Lemoyne, Charles Natoire and Natoire. 



Fig. 92. — Franfois Boucher. Study of a Woman's Head, after Watteau. 

Charles Hutin, 2 approach Boucher’s light manner most nearly in Charles Hutin. 

1 Cf. Chap. IX. p. 310. A similar combination occurs in the title-page to Cavlus’s 
collection of etchings after Leonardo da Vinci ( Recueil de Testes de Caracttres et de 
Charges , 1730). 2 C. H. settled in Dresden in the latter part of his life. 
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their etchings of figure and fancy, while an even more exquisite 
refinement of light and line is seen in the slighter studies of 
Boucher’s pupil Jean Honor e Fragonard. Fragonard stands as 
the chief French representative of the rococo love for white lights, 
and in his etching follows the aims of Tiepolo, with a reminiscence 
of Baroccio’s system of light line and dot. 

Unfortunately the best painters of the time, like Fiagonard 
himself, treated etching more as a pla\ thing than a serious branch 
of their art. It was the fashion with the artistic society of the 
period, set at Court by the Marquise de Pompadour, to dabble 
with the etching needle, and the result was a host of third-rate 
copyists and archaisers, and the minimum of serious production. 
The Marquise herself was a pupil of Boucher, and shows consider- 
able talent in her careful etchings of the vignette order, though she 
may have left a good deal in the hands of her able assistants (c.g, 
a frontispiece to Corneille’s Rodogutie , etched by the Marquise after 
a design by Boucher, and retouched by C. N. Cochin). 1 

Beside the Marquise de Pompadour and Count Caylus, the 
most distinguished French amateur etcher of the eighteenth and the 
early nineteenth centuries was Baron Dominique Vivant Denon, 
who, as General Director of the Paris Museums (until 1815), was 
entrusted by the Emperor Napoleon with the selection of the works 
of art which were collected from every conquered territory for the 
Musee Napoleon. His numerous etchings 2 are for the most part 
copies and imitations of drawings and etchings of all schools, a 
large number being based on Rembrandt. 

Work of a similar order, including numerous good copies of 
plates by Rembrandt and other prints of the Dutch school, was done 
by another amateur, J. J. de Claussin, the author of a catalogue 
of Rembrandt's etchings. Another imitator, but one of considerable 
individuality in his method of expression, is Jean Pierre Norblin, 
a pupil of the Dresden Academy, who was settled for some years 
as Court painter in Warsaw before returning to his native country. 
The model for his style is the delicate etching of Rembrandt's little 
Christ among the Doctors , of 1630 : and he combines an exquisite 
sense for line with a subtle understanding of the effect of chiaroscuro 
in plates of miniature dimensions. 

Of original landscape etching theie is little of note at this period 
in France. Adrien Manglard (1695-1760), the author of some 
fifty plates of marines, and of landscape somewhat in the style of 
Adriaen van der Cabel, is of more interest as master of Claude 

1 Hasan published an edition of her plates m 17S2. The greater number (fifty- 
two) are d'rpre\ les pie t res gravts de Guay (etched about 1750). 

2 A few original etchings occur in his great work, ravage dans la ba^e et haute 

tgypte pendant les campagncs du tiJnCral Bonaparte (Paris, 18021, but the majority 
of the illustrations are etigia\ings aft»*r his drawings His Monuments de* Arts du 
Desiin < Paris, a noble record of his collection, is entirely illustrated in lithog- 

raphy. 
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Joseph Vernet, the most famous of French painters of marines. Claude Joseph 
Vernet himself is of no importance in the held of etching, only a Wnet - 
few slight landscapes being attributed to him. 

The only French etcher of landscape to be reckoned with during J. J. de 
the eighteenth century is Jean Jacques de Boissieu of Lyons. Koissieu * 

He is one of the very rare French artists who, after studying in 
Paris, have rejoined their local school. A certain provincial dull- 
ness and a lack of brilliant characteristic in his work cannot be 
gainsaid. Most of his somewhat large landscapes are original, but 
all have the appearance, which probably does not belie the fact, of 
being etched after his own pictures. He was essentially an eclectic 
in this branch of art, imitating now Ruysdael, now Hu Jardin, now 
Claude, after each of whom he also made some etchings. His 
most individual work lies in his plates of subject and genre, and 
in his studies of heads. In the larger Cellarers (1790), and in the 
Two Hermits (1797), he shows a powerful sense of chiaroscuro, 
using the somewhat unique method of crossing and interlacing his 
more heavily etched lines with fine dotted and roulette work, which 
adds force to the contrast of light and shade. Less elaborated 
than the two we have mentioned in its lineal method is the School- 
master (17 80), but it is quite the most convincing of his subject 
plates. 

Before leaving the French etchers, we would just mention the T. A. r>. 
only etching known by the hand of the great classical painter, Jean In o lcs - 
Auguste Dominique Ingres. It is a half-length portrait of 
Gabriel Cortois de Pres sign r, French Ambassador at Rome, and 
later Bishop of Besan^on, and is dated 1816 in Rome. In the 
rendering of figure and hands it is somewhat stiff, but the etching 
of the head show's a simplicity and conviction of draughtsmanship 
which form a true anticipation of the best work of Legros. 

Only one Spanish etcher has hitherto been noticed, i.e. Jose Spun. 
de Ribera, and his activity chiefly centred in Naples. In Spam 
itself there is little etching of importance during the .seventeenth The se\en- 
century, but what there is possesses a distinct character of its own, teenth century 
showing for the most part a system of lineal shading intermingled 
with dot, which may to some extent be derived from Ribera. On 
the other hand, the Dutch and Flemish influence, which had been 
encouraged by the political relations between Spain and the Low 
Countiies, is unmistakable. The mixed manner of Soutman, 

Snyderhoef, and Sompel is adapted by the Spanish etchers to some- 
thing of the lighter touch of the school of Reni, while there is an 
evident tendency to imitate the hazy softness of Murillo’s style. The 
two great Spanish painters of the period, Velazquez and Murillo, do 
not appear to have left any etchings, nor w ere their w orks reproduced 
to any extent until the eighteenth century. Cr audio Coeulo Coello. 
(1621-93) is responsible for at least one plate (the title-page to 
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Augustin de San Ildefonso’s Theologia Mystica Sciencia , 1683, but 
the best of the work of the seventeenth century, only enough to 
throw into relief the barrenness of the period, is that of Mathias 
Arteaga (a few portraits and architectural plates), Juan de Valdes 
Leal (architectural, etc.), Jose Garcia Hidalgo (eg. illustrations 
of anatomical proportions in his rare book on Painting, Pruicigios 
para estudlar la nobilissima arte de la Piniura, Madrid, 1691), and 
Jose Martinez (eg. a good portrait of Mathias Piedra , dated 
1651). 

During the early part of the eighteenth century the style of 
Michel Dorigny made itself felt in Spain, but it was only in line- 
engraving that French art exerted any lasting influence in Spain. 
With the advent of Tiepolo in Madrid in 1762, the Italian school 
was again in the ascendant. 

As belonging to the former category one might mention J. B. 
Catenaro, who worked about 1700 in a light manner, midway 
between that of Reni and the French etchers of Dorigny’s school, 
while the style of Tiepolo is already dominant in Jose de Castillo 
(eg. after Luca Giordano) and in R\mon Bayeu y Subias. The 
last named etched a few plates after Ribera and Guercino, but most 
of his work was either after his own paintings or those of his better- 
known brother, Francisco Bayeu, who was one of Mengs’s chief 
collaborators in Madrid. 

But there is no Spanish etcher from the time of Ribera to the 
last quarter of the eighteenth century who deserves more than a 
passing notice. Then in Francisco Goya we meet one of the 
great names in the whole history of etching, as it is in that of 
painting. Like Bayeu, whose sister he married, Goya was inspired 
by Tiepolo, but except in his early works he owed little but the 
mere suggestion of his technical system to the Italian. He de- 
veloped a most striking independence of style, and with it attained 
to a more typical expression of the sentiment of his country than 
any other artist, before or since, not excluding Velazquez. He is 
the most cutting of all satirists, combining an almost animal fancy 
with a certain demoniacal blackness of malice against convention 
and authority, which is scarcely surprising in a country which had 
so long known the Inquisition 1 at its worst. In his later years this 
phase of his temperament may have been increased by the bitter 
isolation consequent on almost total deafness. 

Goya’s plates are almost entirely bitten, dry-point occasionally 
being used to strengthen the etched lines. He constantly uses the 
combination of an aquatint grain with his line, and he still stands as 

1 A plate with the Inquisition as its subject is cited by Plot. Cab. de V Amateur, 
1842, and by L Matheron, Pans, 1858, but no impression is known to recent writers 
on Gova The Inquisition seems to have been intent on suppressing the Caprh has, 
which gained immunity by being acquired by the State ; perhaps success attended its 
efforts m the case of the plate illustrating its own institution. 
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one of the greatest virtuosi of an art which had only been introduced 
a few years before his work commenced. 1 * Of his earlier etchings 
only the smaller proportion were aquatinted in their later states. In 
his later work, on the other hand, it is the rarest thing to find early 
spates before the addition of the aquatint grain.* From the studies 
which exist for several of his plates we see that his work was from 
the first conceived in light and shade, and to this end he set himself 
to develop the possibilities of aquatint in expressing the subtlest 
gradations of tone, no doubt choosing this method rather than mezzo- 
tint for the transparent luminosity, through which all his lines might 
have full play. 

Among the earliest of Goya's etchings are the plates after 
Velazquez (about sixteen in all, e.g. Philip II and III. and their 
Queens , Aesop , etc.), dated for the most part in 1778. In these, 
and in another subject of the same period, the Street Musician 
(Lef. 248 s ), his line is essentially in the manner of Tiepolo, and in 
the last-named plate the whole structure of the composition in the 
form of a triangle follows the same model. 

The earliest work in which Goya shows complete independence Caprichos. 
is the set of Caprichos , seventy-two of which were produced between 
1 7 9 3 (94) and 1796 (97). In 1803 the plates, together with 240 
impressions of the series (by that time brought up to eighty in 
number), were acquired by the King for the Calcografia Nacional. 

It seems very questionable whether there was ever, strictly speaking, 
an edition of the seventy-two plates in 1796-97, as has till recently 
been supposed. Probably only separate impressions had got into 
commerce before 1803, so that the first collected edition may 
perhaps be regarded as belonging to this date. In 1806 another 
edition is said to have been made under the direction of the engraver 
Rafael Esteve, so that the 240 impressions received from Goya 
were apparently exhausted within the three years. Since that time 
there have been three fresh editions, in 1856, 3 186S, and in 1892, 
issued on a thin Japanese vellum, while the earlier editions had 
been printed on stouter and more opaque paper. Like every satirist 
before and since, Goya of course denied all intention of personalities, 
affirming that he merely chose subjects by which the prejudices, 
hypocrisies, and impostures consecrated by time might best be 
stigmatised and turned to ridicule. 4 Without giving him credit for 
being less human than his brother-satirists, we need not be detained 

1 See Chap IX. p. 300 

- The composition corresponds to one of the cartoons for tapestry which Goya 
made in his early period. 

J Without the portrait of Goya, which had been used in the 1855 edition of the 
Tauromaquia. It may be remarked that there are three unpublished plates of 
Caprichos , w'hich were done for the Duchess of Albt, in the National Library, 

Madrid. 

4 The MS. once in Valentin Caiderera's collection ; see Gazette Jes Beaux- Arts, 
xv. p 240. 
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by the commentaries of certain of Goya’s contemporaries, 1 which 



Fig 93. — Francisco Goya. From the Caprukos (Plate 53). 


have fixed Godoy, Prince de la Paix (eg Plate 37), Godoy's 

1 See Lefort’s Catalogue (1877), and Conde de la Vinaza, Madrid, 1887, p. 134. 
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surgeon Galinsoya (Plate 40), his painter Carnicero (Plate 41), 
the Duchess of Alba (Goya’s patroness and more than friend), and 
many other personages of the Court in the pillory. Goya’s own 
commentary 1 unfortunately does little more than adduce further 
generalities. If there is one butt at which he is never tired of 
launching his shafts, it is ecclesiasticism. 

In the same vein of satire are the eighteen plates of the Pi overbios. 
Proverbios (or Disparates , “ Follies,” as Goya called them), which 
were probably done for the most part between 1S10 and 1815, 
though they were first publicly issued in a series in 1864 (by the 
Academy of San Fernando). A small number of impressions had 
been taken from the plates (before the addition of the numbers) by 
their private owner in 1850. 

Later editions, of little artistic value, have been made in 
1891 and 1902. Lefort was of opinion that the aquatint of this 
senes was the addition of a later hand. But as he only knew 
impressions in pure etching of eight of the plates, and considering 
the similarity in quality in the aquatint to his other. work, it is 
probable that he was mistaken. No commentary on this series is 
preserved, and for the most part the point of the satire is more 
obscure than in the Caprichos. 

Nothing in art reflects with more terrible emphasis the horrors Desastres d 
of war than the eighty-two plates of Goya’s Desastres de la Guerra , Ll Guerra, 
which were etched at the time of the French occupation (the only 
three bearing dates belonging to 1810), but not published until 
1863. The edition then published by the Academy of San 
Fernando (of which Goya had been Director) contained eighty 
plates, the remaining two, which were in Lefort ’s collection, never 
having been included. A second edition was issued in 1892 (in 
which the Academia de Nobles Artes of the title-page of the first 
edition now figures as Academia de Bellas Artes), and unfortunately 
the Calcografia Nacional at Madrid seems still bent on publishing 
bad impressions from the much worn plates {e.g. editions in 1903 
and 1906). 

Aquatint is a less important factor in the Desastres than in any 
of the other series of Goya’s plates, twenty-eight of the plates being 
in pure etching, sometimes slightly worked with dry-point. 

It is a strange situation, this of the intellectual rebel reaching 
the coveted position of chief painter to the Spanish Court in the 

1 Once in Carderera's collection (now in the Prado, Madrid* Onlv a French 
paraphrase of extracts from it has been published (see Lefort’s Catalogue). 

For another, apparently later, commentary by the artist, see Yriarte, /.’Art, 11. (1877) 
p 37. As an example of the Lefort’s paraplnasel cite an extract referring to the 
plate reproduced (Fig. 93) : Ceci ressemble quelque peu aux reunions academiques. 

Qui satt si ce per roquet ne parle pas mldecine f Que Von ?i aille pas touttfois V en 
croire sur parole. II y a tel m Idee in qui quarni il parle , parle d' or et lonqutl lent 
une ordonnance est quelque chose de //us qu un Hi rode. II discount admirable went 
des maladies, nnzis ne lei gulrit pas. Etifin , s' i l Cbaubit son m a lade , il peuple en 
rezanche les a met teres de cad av res. 
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very face of the Caprichos , which disclose a man who did not shrink 
even from the satire of Royalty. But the time of Charles IV. was 
analogous in its reaction against the severity of the reign that 
preceded it, to that of Charles II. of England, and the satirist is 
seldom silenced in a period of moral licence. Goya did not 
scruple to retain his position at the sacrifice of his loyalty to his 
king, and on the success of Napoleon’s invasion, yielded allegiance 
to Joseph Bonaparte (1808). On the restoration of 1814, Goya 
still adroitly kept his seat, and though branded by Ferdinand VII. 
as worthy of the garrotte, he was none the less allow r ed to retain the 
position of Court painter. It was not until some ten years later 
(1824) that Goya thought fit to solicit the king’s consent to retire 
from Madrid, spending most of the last four years of his life in 
Bordeaux. 

The last series of etchings we have to mention is the 
Tauromaquia , thirty-three plates illustrating the Spanish national 
sport. Here Goya was on safe ground, and himself made a public 
issue in a small number of impressions about 1815, with the title 
Treinta y ires estampas que representan difereutes suertes y 
actitudes del arte de lidiar los Toros . In the second edition, pub- 
lished by the Calcografia Nacional in 1855, with the portrait of 
Goya from the Caprichos, the title runs, Coleccion de las difereutes 
suertes , etc. About 1876 they reappeared, with seven additional 
plates, in a Paris edition (La Tauromackie, recueil de 40 estampes , 
etc. : Loizelet, Paris, n.d.), the first two plates showing rework 
with the roulette to restore the worn aquatint grain. 

The series we have described, with the prints after Velazquez, 
almost complete Goya’s etched work. Some half-dozen separate 
subjects are of no great importance, and contribute nothing to the 
formation of an estimate of his genius. 

As a satirist he may be misanthropic and bitter, completely 
lacking in the bonhomie which takes all evil taste from the work of 
so much of the coarsest of English caricature, but in the unflinching 
courage with which he probes right to the heart of social rottenness 
he proves himself the true satirist who battles with abuses, not the 
mere degenerate social historian such as one will meet later in Rops. 

In the Tauromaquia satire is left on one side, and it is in these 
plates that Goya’s individual genius in the art of composition pure 
and simple can best be studied. Plates such as No. 16 ( Marti ncko 
vuelca un toro en la plaza de Madrid) show a brilliance in concentra- 
tion, a command of spacing, an unfailing grasp of the mysterious 
power of a veil of light and shade, that place them at once among 
the greatest triumphs of art. 



CHAPTER IX 


THE TONE PROCESSES 

The term Tone Processes may be fairly applied to denote all 
those methods of engraving which aim at the achievement of a 
surface of tone corresponding either to washes of colour, or to the 
surface texture obtained by chalk, pencil, or similar means. 
Although engraving, etching, and dry-point do occasionally attempt 
the same problem, it may be taken as a general principle that they 
should not aim at hiding the line, which is the essential factor that 
rules their conventions. The etcher, moreover, will often leave ink 
on the surface of the plate to add tone to his impressions ; but this, 
of course, is rather an accident than a property of the method. It 
is, perhaps, no mere coincidence that, just at the time when Rem- 
brandt was beginning to turn to the problems of chiaroscuro in 
etching (e.g. in his St. Jerome of 1642), which he realised most 
wonderfully in the Descent from the Cross of 1654, and several other 
plates of the same period, an amateur living in Amsterdam dis- 
covered the process which stands at the head of all the methods of 
chiaroscuro engraving, that of mezzotint. 

The fifteenth and sixteenth centuries had seen little accomplished 
with the same end in view, except in the form of the “ chiaroscuro ” 
cuts, which were printed from several wood-blocks in ink of various 
shades. There are isolated engravers like Giulio Campagxola and 
Ottavio Leoxi, who obtained their delicate modelling by short 
flicks and dots, in a manner anticipating that of stipple ; there are, 
again, goldsmiths such as the Kellerdallers of Dresden, who at the 
end of the sixteenth and in the early seventeenth century achieved 
similar ends by the use of punches ; but there was no sustained 
effort along these lines until the invention of mezzotint engraving. 
Later developments, all working towards similar ends, are the pro- 
cesses of aquatint and stipple, while the cravox-m \nxer may be 
allowed to come within the field of our definition, as the aim is still 
the imitation of surface texture, although to some extent limited to 
the texture of lines of various breadth. 

After reviewing the history of each process, we shall conclude 
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with a summary of the development of colour printing, which has 
been chiefly applied to these methods. 

I. Mezzotint 

John Evelyn, who is the first writer to refer to mezzotint, has 
unfortunately done little but cast a veil of mystery over the* early 
history of the art. The spirit of the courtier is perhaps responsible 
for the flattery which made him head his notice, Of the New way of 
engraving , or Mezzo Tin to , invented and communicated by his High- 
nesse Prince Rupert , without a mention in what follows of its real 
author, Ludwig von Siegen. 1 The notice itself is tantalising in 
what it conceals. After relating how his Highness had communi- 
cated to him the art, 2 causing the instruments to be expressly fitted to 
sheio me with his own hands , how to manage and conduct them on the 
plate , in spite of having obtained the Prince’s permission to publish 
the whole matter, he did not think it necessary that an art so curious 
and (as yet) so little vulgar . . . was to be prostituted at so cheap a 
rate as the mere naked describing of it here would too soon have expos'd 
it to, and so chose to leave it aenigmatical. Finally, he expresses 
readiness to demonstrate the entire art to gratify any curious, 3 if 
what 1 am preparing to be reseri'ed in the Archives of the Royal 
Society concerning it, be not sufficiently instructive. 

Apparently no memorandum of the kind reached the Royal 
Society : renewed search has at least failed to bring the same to 
light. 4 But a reference to a similar manuscript, probably the one in 
question, as being in private hands between 1734 and 1741, 5 which 

1 Sculptura , 1662, p. 145. W. Vaillant’s portrait of the Prince, inscribed Prins 
Robbert, zander van de Swarte Prent Konst , may also have something to do with the 
error, continued by Walpole, which Heinecken (tdCe Gtntrale, 1771, pp 208 and 233) 
was the first to refute Sandrart, who was in Amsterdam 1637-44 (45), and may have 
known Siegen personally, knew the true facts of the case, except that he gives 1648 
instead of 1642-43 as the date of the Amelia Elizabeth (see Teutscke Academie, 
Nuremberg, 1675, Pt. I p. 10 1 ) 

Sir Christopher Wren is another for whom the honour of the invention 
has been claimed (see S. Wren, Parentaha , 1750, p. 214). In the passage in the 
Parentalia a print of a Moor s Head is mentioned as his work. The claim may be 
merely a mistaken inference from an entry in Journal of the Royal Society, Oct. 1, 
1662 (quoted by Birch, Hist . of the R S.), but there is no reason why he should not 
have made essays in the new art, possibly seen in the two Negro Heads in the British 
Museum. Chelsum(p. 15) states that the passage in the Parentalia is extracted from 
preface of Dr. Hooke’s Mtcrographia. But I fail to find anything of the sort in either 
the 1665 or 1667 editions of that book 

2 Cf. Evelyn’s Diary for Feb 21 and March 13, 3661. 

3 One of these “curious” was Pep>s, who in his Diary, Nov. 5, 1665, notes: 
Mr Evelyn . . . sheaved me . . . the whole secret of mezzotinto and the manner of 
it, which is very pretty, and good things done with it. 

4 See Evelyn’s Sculptura , ed. C. F. Bell, Oxford, 1906, Introduction to Pt. II. 
p. vi 

5 Bayle's General Dictionary, Eng. Transl. by Bernard, Birch, and Lockman, 
1734-41, vol. v. p. 131 (under Evelyn) : 

* 1 We have now in our hands, communicated to us by the very' learned Richard 
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definitely assigns the discovery to von Siegen, proves that Evelyn 
knew enough of the true facts to render his public account something 
of a perversion. 

Unfortunately the only quotation from this memorandum which 
has been preserved refers merely to the fact and fable of the inven- 
tion : the use of tools called the hatcher and style 1 being the only 
definite excerpt from his description of the method itself. So, in 
treating the early development of the process, which is in many 
respects obscure, we are left almost entirely to a careful examination 
of the plates themselves. 

In our introductory chapter the essentials of the developed 
process have been described as one in which the engraver works 
from dark to light, i.e. in the exactly opposite course to most 
engraving and etching. By means of the rocker he first obtains a 
regular grain on the surface of the plate, which by the virtue of its 
burr would yield a rich black impression. Then by the aid of scraper 
and burnisher he removes the burr, and polishes the surface in varying 
degrees in the parts where he wishes to have his lights. 

Now the earliest mezzotinters, Ludwig von Siegen, Prince Rupert, 
and to some extent their immediate successors, proceeded for the most 
part in an entirely different manner, working positively from light 
to dark, leaving those parts of the plate which w r ere to appear white 
untouched, and so depending on the scraper for occasional correction 
rather than as an indispensable adjunct in their process. Their chief 

Middleton Massey, M.D. and F. R.S. , an original MS. written by Mr Evelyn, and 
designed for the R.S. , and entitled Prince Rupert's Xew 1 l ’ay of Engraving , communi- 
cated by his Highness to Mr. Evelyn. In the margin is this note : This I prepared to 
be re gist red in the R.S., but / have not yet given it in, so as it still continues a secret. 
In this MS he first describes the two instruments employed . . . viz. the Hatcher 
and the Style , and then proceeds to explain the method of using it. He concludes 
with the following words : This invention . . . was the result of chance, and imp razed 
by a German soldier , who, espying some scrape on the bar rill of his musquet, and being 
of an ingenious spirit , refined upon it, till it produced the effect you have seene. . 

/ have had the honour to be the first of the English to whom it has bin yet communi- 
cated , , . but I have esteemed it a thing so curious, that I thought it would be to 
profane it, before I had first offered it to this illustrious Society. There is another 
way of engraving by trowelling a plate with an instrument made like that, which our 
Scriveners and Clearks use to direct their rulers by on parchment ; only the povnts are 
thicker sett into the rowel L And when the plate is sufficiently freckled with the 
frequent reciprocation of it upon the polish'd surface as to render the ground dark 
enough , it is to be abated zoith the Style, and treated as we have already described. 
Of this sort I have seen a head of the Queen Christina , grav'd (if I mistake not ) as 
big as the life, but not comparable to the mczzotinto of Prince Rupert so deserzedly 
celebrated by J. Evelyn." 

The story about the rusted musket barrel, which may be taken for what it is 
worth, is given with enhanced ptcture^queness by Walpole ( Anecdotes , ed. Dallaway 
and Womum, 1862, p. 922), whose account Vertue is stated to have received at 
second hand from Evelyn. 

The portrait of Queen Christina, alluded to, is the large plate by Van de Velde 
(see Chap. VI p 169, note). 

1 The style is probably the scraper or burnisher. The hatcher might be the 
engine, or even the rocker, though the latter is not generally supposed to have been 
in use before Blooteling 
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instrument seems to have been the roulette in various shapes and 
sizes, which in the broader barrel form was called the “ engine.” 1 



The obscurity which still shadows the early development of mezzo- 

1 The earliest plate known illustrating the mezzotinter’s tools is in Dorman 
Newman’s Excellency of the Pen and Pencil , London, 1688, where the “engine,” a 
“ burnisher,” and the “ several scrapers ” are given. For a note and reproduction, 
see A. Whitman, Print Collectors Handbook , 3rd ed. 1903. Cf also note 5, p. 258. 
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tint, and the comparative lack of real artistic interest in the work 
of its early exponents, will excuse a somewhat technical treatment 
of the art as it was practised in its first two or three decades, 

Ludwig vox Siegen, born at Utrecht in 1609, is rightly regarded Ludwig von 
as the inventor of the art of mezzotint. 1 Part of his early educa- Sie S en - 
tion was in the Rittercollegium at Cassel (1621-26), where he also 
passed some two or three years at a later period in the service of the 
Landgravine Amelia Elizabeth, and in particular attendance as 
Kammerjunker on the young Landgrave William VI. (1639-41). 

For some three or four years after 1641 he was settled in 
Amsterdam, and a few years of retirement from active service spent 
here, at the time when Rembrandt's fame had reached its zenith, 
may have been the most momentous influence in his life. He is 
known to have worked both as a portrait painter and medallist, but 
up to the present none of his pictures have been identified. 

After 1644 his life was passed in a variety of circumstances as a 
military officer : serving first in the armies of the Bishop of Hildes- 
heim and the Archbishop of Cologne, he is known to have been in 
the service of the Elector of Mayence before 1654. It was possibly 
considerably later that he entered the service of the Duke of 
Wolfenbiittel. The latter end of his life is obscure : we know 
almost nothing, except that he was still living in 1676. 

His earliest dated essay in the art of mezzotint, the portrait of 
the Landgravine Amelia Elizabeth , followed soon after his return 
from Cassel to Amsterdam. With the print, which he dedicated to 
the Landgrave, he sent a letter (dated August 1642) in which he 
definitely claims the invention as his own. After referring to the 
other methods of engraving, he vaguely describes the new process 
as one essentially differing from the others in being made up, not of 
lines, but of dots. 2 

Siegen’s dot work was largely achieved by means of the roulette, 
but he must also have made considerable use of the graver in the 
stipple manner. 

In all only some seven plates by Siegen are known, the Amelia 
Elizabeth (1642, later state 1643), then three large portraits after 
Honthorst, Elizabeth of Bohemia (?), 3 1643 (Fig. 94), William IL of 

1 The glory of his disccnery 15 sufficiently cosmopolitan : his father was German, 
his mother (the widow of a Dutchman) of Spanish origin. 

2 Diese arth 1st deren keine, wie wohl auch tauter kleine punckthn und kein 
einziger s trick Oder Ztigk da tan isl, wan es schon an et lichen art hen stnchweise 
scheinet , so tst 's dock all punch rt. 

3 Laborde was the first to entitle this portrait Eleonora Gonzaga, wife of Ferdinand 
III., an identification condemned by both date and likeness. Seidel’s suggestion of 
the elder Eleonora Gonzaga, wife of Ferdinand II., was admittedly a makeshift and 
no whit more convincing except from point of date. The title given above, found in 
the catalogue of the Sutherland College, Oxford (1837), and in H \Y. Diamond, 

Earliest Specimens of Mezzotinto {1838), has every circumstance in its favour, and is 
at least plausible (though not unquestionable) on the side of portrait. 
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Prince Rupert. 


Orange and his wife Henrietta Maria (1644); ten years later, the 
Emperor Ferdinand III. and the St. Bruno in a Grotto (1654); 
and last of all a Holy Family , after An. Carracci, dated 1657. The 
early work of 1642-44 is certainly the most powerful; possibly it was 
done more at leisure. Except for the backgrounds of the William 
II. and his Wife, which are engraved in line, Siegen’s portraits are 
almost entirely done with the roulette, w r ith occasional aid of the 
graver or point in dotted work. Though much fainter in tone than 
the rest, he never showed greater skill in using his instrument than 
in the Amelia Elizabeth. 

The Holy Family is somewhat distinct from the rest in technical 
character, showing the work of a roulette of much less regular grain, 
or even the use of a rough file. In this plate, and in some of the 
others (e.g. William III), it seems quite possible that some of the 
peculiar quality may have been attained by biting with acid. 

Prince Rupert, son of the unfortunate Frederick V. and 
Elizabeth of Bohemia and a nephew of Charles L, whom he served 
so brilliantly in the Civil War, passed most of his youth with the 
exiled family in Holland. Before he was twenty (1638) he had 
made a few essays in etching (figures and landscape, suggested 
by Callot, and by Rembrandt’s early manner), which possess 
considerable spirit. Though no longer regarded as the inventor 
of mezzotint, he did much, both by the encouragement he gave to 
others and by his own work, to develop the technical possibilities 
of the process, and he deserves honour for raising a somewhat dull 
craft into a real art. 

It is possible that Rupert learnt the art from Siegen in 
Germany, but tradition puts the momentous meeting in Brussels in 
1654, 1 which is probably correct as being the more unlikely place. 
The only dates figuring on Prince Rupert’s plates, which number 
about twelve in all, are 1657, 1658, and 1659 (i.e. within the period 
in which he was settled in Germany). Scarcely any of his work 
seems more tentative than the small Head of Titian ' 1 (British 
Museum, inscribed Anno 1657 Wien ); but if the date given for 
his meeting with Siegen be correct, there w'ere probably some earlier 
essays than this. After settling in England in 1660, he is known to 
have done the replica of the Head of the Executioner as an illustration 
for Evelyn’s Sculptura , but it is impossible to say whether other 
plates belong to this period. 

In its essentials, Rupert’s w^ork does not differ from von 

1 That it could not have occurred before this date finds witness in a letter known 
in two copies (Staats- Archiv. Berlin and Dresden), which von Siegen sent from 
Regensburg (January and February 1654I, together with his portrait of Ferdinand III. , 
to various princes through their ambassadors, announcing a large project of Roval 
portraiture in the method, which he declared was still unknown to any other engraver. 
The project itself was never carried out 

- The same head (corresponding to the picture once in the Uffel Coll , Antwerp, 
reproduced in Van Dyck's etching Titian and his Daughter ) was mezzotinted by 
Jan Thomas, 1661 
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Siegen’s ; it is mostly done with the roulette, working from light to 
dark, and traces of the use of the scraper can only be noted in 
occasional instances (eg. in the Magdalene of 1659, and the Portrait 
of Himself, Fig. 95). 

The appearance of some of his plates, and the reference in 
Evelyn to the Prince “causing the instruments to be expressly 
fitted,” leads one to conjecture that he occasionally used some con- 
trivance of pole and pivot 1 to attain the long sweeping curve which 
characterises such plates as the Great Executioner (dated Frankfurt, 

1658), the Magdalene (1659), and the Bust of an Old A/an (C.S. 4). 

It is probable that his roulette was formed with a regular series of 
teeth, although the effect of unbroken lines is attained in the darker 
parts of the work. 

None of Rupert’s other plates equal the Great Executioner 
(based on a picture by Ribera in Munich) in brilliance and energy ; 
even the strongly marked curves of the ground fail to spoil the general 
effect in a work on this large scale. In the Standard-Bearer (after 
Giorgione (?), also of 1658) a good deal of the tone, especially in 
the face, is attained by irregular dotted work, as well as by the 
roulette, and some of the outlines (hair, etc.) are added with the 
graver or dry-point. The Portrait of Himself (Fig. 95) is one of 
the smoothest of all in tone, the roulette grain almost disappearing 
in the softness of the tone. 

Another amateur, Theodor Caspar von Furstenberg, a t. c. von 
Canon of Mayence, must have received his instruction in mezzo- Furstenberg. 
tint directly from von Siegen, and one of his few plates, the portrait 
of Leopold William , Archduke of Austria, is dated in 1656, i.e. a 
year before the first accredited date on Rupert’s work. In this print 
he followed Siegen in shading the background with engraved lines, 
and in his method of using the roulette he stands on much the same 
ground. His Man of Sorrows , however, shows a grain more like 
that of Rupert’s Small Executioner, and may have been done by 
means of pole and pivot. In the Daughter of Herodias he combines 
a dry-point outline with the grain. A curious type of aureole, with 
a sort of spiral of light issuing from the centre, has been sometimes 
used as an argument to attribute unsigned plates to Furstenberg, but 
it is used just as frequently by Jan Thomas. 

Jan Thomas, a painter, born at Ypres in 1617, who had studied Jan Thomas, 
under Rubens, did far more powerful work than Furstenberg. He 
was master in the Guild of St. Luke at Antwerp in 1639-40, but 
soon left the Low Countries for Italy and Germany, and by the year 
1652 is found settled in Vienna as Court painter to the Emperor. 

1 Others have thought that the engine, worked backwards and forwards with the 
wheel at right angles to the resulting curve, and gradually brought round m'a circle 
from the elbow, would give the same regular sweep. I doubt if the perfect curve 
could be achieved unless the wheel were rolled in the direction of the curve itself, i.e. 
set at right angles to the pole. The use of a coppersmith’s comb-scraper (a serrated 
edge of about 3 inches set m a handle about 2 feet long) is another suggestion. 
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In 1658 he must have met Rupert at the coronation of Leopold I. 
at Frankfurt, and his earliest dated plate, Pro Deo et Patria (1658), 
which belongs by subject almost certainly to the immediate time of 
the coronation, is executed in absolutely the same manner as the 
Prince’s Great Executioner of the same place and date. There 



Fig. 95. — Prince Rupert. Portrait of Himself. 


can scarcely be a doubt as to his instructor. Except for this plate, 
however, his work, especially the portraits, seems more influenced 
by the style of von Siegen. But he attained much greater depth 
of tone than the latter, without any essential advance in technical 
means, the engine or roulette laying the foundation, and the scraper 
being still quite sparingly used. Like many of the earlier mezzo- 
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tinters he combined the etched line, e.g. in his Achilles Disguised 
(1659). His Girl at the Window , after Dou (1661), and the 
Peasa?its Drinking of 1664 (after Andreas Both (?)), are quite the 
most excellent plates which had been produced up to this time, and 
show a skilful management of light and shade. 

Far more a professional mezzotint engraver than Thomas (who W. Vaillant. 
only produced 12 to 15 plates) is Wallerant Vaillant, a French- 
man who studied in Flanders and settled later in Amsterdam. 

Prince Rupert is said to have divulged the secret to him, and to 
have used him as an assistant. They probably met at Frankfurt in 
1658, at the coronation of Leopold I., where Vaillant is known to 
have painted a portrait of the Emperor and if not before, it was 
possibly here that Vailkmt learnt the art, and not, as has been 
supposed, after settling in Amsterdam in 166 2. 1 2 Vaillant did 
several portraits of the Prince, one of them (W. 55) a copy of 
Rupert’s portrait of himself (see Fig. 95), which we have already 
referred to as bearing an inscription (in its second state) describing 
the Prince as the inventor of mezzotint. Another, a half-length 
of Prince Rupert in Armour (\\ r . 56), is possibly again one of 
Vaillant’s earliest plates, produced as it is in a rough manner closely 
resembling Rupert’s work. 

Vaillant engraved in all over 200 plates, the larger number being 
subjects after painters of the Dutch and Italian schools, though 
these are of less interest in themselves than the portraits (of which 
nearly seventy are catalogued). He probably worked, like his 
master, chiefly with roulettes, but the regular grain and rich tone of 
certain of his plates incline one to surmise that the use of the 
rocker was not unknown to him. There are considerable signs of 
scraping, but, as a general rule, he does not seem to have started 
the work by completely grounding the plate. 

\\ r allerant’s younger brother, Bernard Vaillant, did far less B Vaillant. 
work, but a portrait like that of J. Lingelbach shows his capability 
to have been almost a! great. 

The introduction of the rocker 3 as the grounding tool, whose A Blooteling. 
use we have thought might not have been unknown to \\ T alIerant 
Vaillant, is generally ascribed to Abraham Blooteling. AVhether 
he was the first or not to make use of the instrument, now generally 

1 Several studies by Vaillant of the Princes at the Coronation are in Dresden. 

2 I.e. at a time when Prince Rupert was in England. 

3 Cf. above, p. 259, note 1. Another quite unknown name is given as the inventor 
of the instrument in a passage in Rees’s edition Chambers’s Lyclopcedia , 1778-88, 
which W'e quote in full for the further details it gives of the development in the use of 
tools, vol. in. (1781), under Mezzotinto. . . . The Prince had laid his grounds on 
the plate with a channelled roller ; but one Shetwin, about the same time , laid his 
grounds with a half-round file, which was pressed down with a heavy piece of lead . 

Both these grounding tools have been laid aside for many yea?'s , and a hand tool , 
resembling a shoemaker s cutting board-knife , with a fine crenelling on the edge , was 
introduced by one Edial, a smith by trade , who aj forwards became a nuzzotinto 
painter . 
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used, may never be decided, but at any rate there is a far greater 
regularity 1 in the ways of his grain than in the best plates of Vaillant, 
and he was certainly the first to use the scraper systematically to 
attain a desired brilliance and variety of effect. 

Blooteling’s earliest work is no doubt in line-engraving (in which 
he produced about as many plates as in mezzotint), but he must have 
started mezzotint by 1671, the year in which he dated two small 
portraits of Erasmus and Frohenius after Holbein. Vaillant had 
engraved the same portrait of Erasmus, and also one of Frobenius, 
and it was probably under his direction that Blooteling did these 
early mezzotints. He came to England about 1672-73, staying 
until 1676, and worked in mezzotint for the most part after pictures 
by Lely. Most splendid of all his plates after Lely is perhaps the 
large portrait of James , Duke of Monmouth. 

He had a capable follower in Gerard Valck, who accompanied 
him to England, doing numerous mezzotints after Lely. Like 
Blooteling, he also worked in line-engraving. Another Dutch 
engraver who felt Blooteling’s influence in the development of a 
smoother tone is Jan Verkolje. Several of his prints are after 
Lely and other English masters (e.g. the Duchesse de Alazarin after 
Lely, 1680, and the Duchess of Grafton after Wissing, 2 dated 
1683), and seem to have been issued in England, but there is no 
evidence that he ever visited the country. Two of his plates are 
dated in 1670. His son Nicolaas Verkolje, whose work belongs 
almost entirely to the first part of the eighteenth century, even 
surpasses his father in the smoothness of his technique. He was 
a fit interpreter of the elaboration and light effects of Dou and 
Schalcken, but like his models his work is often spiritless and 
metallic in its finish. 

The brothers Jan and Paul van Somer stand in technical 
quality nearer to Wallerant Vaillant than to the Verkoljes. Their 
artistic power, however, is considerably lower than Vaillant’s. Jan, 
the more prolific mezzotinter, whose plates date from 1668, 3 seems 
to have worked entirely in Amsterdam, while the younger brother 
was settled in the latter part of his life (from about 1674 to 1675) 
in London. 

Cornelis Dus art’s etchings have already been noticed, but 
his mezzotints are both more numerous and better in quality. For 
the most part they are original studies of peasant life, an agreeable 
relief in the history of an art which has been too exclusively devoted 
to reproduction 


1 In Walpole’s notice on Luttrell, it is stated that a certain Blois used to lay 
grounds for Blooteling. In spite of Laborde’s assertion to the contrary, I think it 
likely that this is the Abraham de Bi.ois who did several portraits in mezzotint and 
line-engra\ing of personages of Charles II ’s Court (e g. Xell (hoy fin, the Duchesses 
of Mazarin and Portsmouth in mezzotint, and Queen Catherine in line). 

2 On a first state it is described in error as after P. I ely. 

8 The Ferdinand Maximilian of Baden belongs to this year. 
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Far more problematical are the few plates by the earlier etcher Allart van 
Allart van Everdingen, to which we have already alluded. 1 We Everdingen. 
would merely repeat here, that although the majority of his plates to 
Remeke Vos , which have received a ground in the later states, are only 
on the borderland of mezzotint, there are nevertheless a few plates 
( 1 e.g . the Three Monks, B. 105) which are unquestionably executed in 
this method, i.e. if we accept as mezzotint plates on which a burr 
has been raised by rolling with a rat-tail file or by some other rough 
process, similar to that achieved by the rocker or roulette. 

Though Evelyn’s published notice explained nothing, it is 
probable that the very mystery which enveloped the process may 
have encouraged experiment and “ set many artists to work,” as the 
author says in his own Diary. Possibly William Sherwin himself, William 
to whom belongs the honour of the earliest mezzotint dated by an Sherwin. 
Englishman, may have made essays with methods of his own devising 
before he was instructed by Prince Rupert, to whom his marriage 
w r ith the grand-niece of the Duke of Albemarle might easily have 
obtained him introduction. 

The very rough grain of the large plate of Catherine of Braga nza? 
which shows a curiously heavy and irregular dotted surface, would 
incline one to accept the tradition 3 that Sherwin sometimes used 
some sort of file, pressed heavily on to the plate, to get his ground. 

Rees describes the method as a “ half-round file, pressed down with 
a piece of lead”; but similar results might be obtained by rolling a 
rat-tail file by means of a piece of wood. The more delicate parts 
of the modelling, however, seem to be done by some sort of roulette 
or engine, as in fact does almost the whole of the companion-plate 
of Charles If. (dated 1669). Though both are dedicated to Prince 
Rupert, it seems to me quite possible that it was only after these 
experimental plates that Sherwin put into practice the Prince’s 
regular method of working with the roulette, which he seems to have 
used in plates such as those of the Duke and Duchess of Albemarle. 

The few mezzotints of Francis Place, an amateur engraver Francis Place 
whose work is among the earliest produced in England, form a strong 
contrast in quality to those of Sherwin. They are characterised by 
a peculiar smoothness of tone, but some, e.g. the portrait of Richard 
Tompson the printseller, are by no means lacking in strength. Place 
was also an etcher, an art in which he may have been instructed by 
his friend Hollar. 

Edward Luttrell, an Irishman who settled in London, E. Luttreii. 

Isaac Beckett, and R. Williams are the most interesting of the } * Be ? k * tt - 
’ & R. Williams. 

1 Cf. Chap VI. p. 190. 

2 In technical character, cf the print of Queen Christina of Sweden, by Van de 
Velde (see Chap. VI p. 169, note). The gram of the oval border of the Catherine 
seems to have been bitten by acid, and is analogous to aquatint 

3 See Granger, Biographical History of England, 1769, Charles II., Class X., 
under Prince Rupert, and Rees’s edition of Chambers’s Cyciopudia, Mezzotinto, 

1781, quoted above, p. 265, note 3. 
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same generation — Beckett, like so many of the mezzotinters, acting 
also in the capacity of printseller. LuttrelTs Charles II (after 
Lely) and Francis Le Piper show vigorous handling of a rough 
ground ; but they do not bear comparison with the best of Beckett, 
who at times could be as brilliant as Blooteling. Beckett’s portraits 
of Lely and Kneller (after paintings of themselves) deserve special 
praise for a combination of sensitive modelling and vigour of treat- 
ment, which can stand by John Smith’s finest work. More often, 
however, Beckett suffers from a monotonous smoothness, and a 
lack of modelling which gives a flat appearance to his plates, eg. the 
bust of Robert Feilding after Wissing (C.S. 37). He is particularly 
skilful in rendering the soft and glossy texture of the wigs of the 
period. The plates of Robert Williams, which were produced 
between 1680 and 1704, exhibit some richness of tone, but they 
lack Beckett’s incisive touch. 

A considerable number of mezzotints of the last three decades 
of the seventeenth century bear the names of Richard Tompson 
and Alexander Browne , 1 but as they are never accompanied by 
anything but the word exc(iidit ), 2 it is doubtful whether they were 
ever more than the printers and publishers. 

William Faithorne the younger and George White (both 
sons of distinguished line-engravers) represent the change of artistic 
fashion, by completely giving up line in favour of the new process. 
Faithorne’s real capability is well represented in his portrait of 
Charles XII of Sweden (after Ehrenstrahl). More usually his work 
possesses the weakness one might expect, if the tradition of a 
dissipated life be true. 

George White, on the other hand (whose work falls mostly 
in the first quarter of the eighteenth century), is one of the first of 
the real artists among the mezzotinters. The broad touches of tone 
which characterise his portraits of William Dobson (after Dobson), 
Dryden (after Kneller), and Pope (after Kneller), wonderfully repro- 
duce the character of brush work in oil. Sometimes he mixes the 
etched line with rocked work (a practice we noticed among the 
earliest mezzotinters), and in certain cases, eg. the Abel Roper 
(Fig. 96), he starts his work with a preliminary skeleton etching. 
His portrait of Bishop George Hooper (after Hill) shows a combi na- 

1 The author of the Ars Pictoria , 1675, where he wrote a short note on the process, 
on the Manner or U\iv of Mezot into, speaking of the divers shapes of the en»in, 
without eleven bing them. The year 1669 has been given as the date of the first 
edition of the Ars Pictoria . That of 1675 is described on the title-page as a second 
edition , but until I find a copy dated 1669 (which is not in the British Museum, nor 
mentioned by Hazlitt or Lowndes), I shall be inclined to regard his 1 1 hole Art of 
Drawing, Painting , Limning and Etching, published by Peter Stent, 1660 (in which 
the article on etching exactly corresponds to the Ars Pictoria ), as the earlier edition 
alluded to. 

* Granger [Biogr. Hist . , Charles II.. Class X. , artists!, notes a plate of Charles II. 
signed A Bruivne feut, but it is not at present known, and the citation may have 
been incorrect. 
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tion of etching in modelling the face which adds remarkably to the 
expression of character. 



Fig. 96. — George White. Portrait of Abel Roper. 

John Smith is nearly twenty years White’s senior, and he John Smith, 
survived the latter by a decade, and in his long life there was room 
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for large variation in character and quality of work. In fact, his work 
varies from something by no means above the average level of his 
contemporaries to occasional masterpieces, which have scarcely been 
surpassed even by the more famous of the mezzotinters after Reynolds. 
As always with mezzotints, much of the effect depends on the fresh- 
ness of the impressions (for the burr is worn with few printings), 
and one needs to see a superb series of Smith’s works, such as the 
two volumes in the Duke of Devonshire's collection, to fully appreciate 
his power. 

To a large degree the skill of the earlier mezzotint engravers 
seems less, for no other reason than the inanity of the paintings 
they reproduced. Closterman, Wissing, Dahl, and Van der Vaart 
are not inspiring models, and even Lely and Kneller, in their female 
portraits, seldom avoid an affectation of pose, which drives us for 
the most part to the portraits of men, to obtain a just appreciation 
of the mezzotint portraits of the late seventeenth and early eighteenth 
centuries. A very large proportion of Smith’s work is after Kneller, 
and the Portrait of the Painter (C.S. 150) will serve as one of the 
most brilliant examples. Smith’s Portrait of Himself (after Kneller 1 ), 
of the engraver Beckett , of the composer Corelli (after H. Howard), 
are excellent plates, while the First Marquess of Annandale (C.S. 
13) and the First Earl of Seafie Id (C.S. 228) (both after Kneller) 
may be cited as rare instances where the ornamental border enclos- 
ing the oval is entirely engraved in line. He also produced a large 
number of subject plates after Titian, Correggio, Heemskerk, Laroon, 
and others. John Smith was a printseller as well as engraver, 
publishing, and sometimes not scrupling to sign, plates by other 
masters, which he had reworked. 

We may mention here a slightly younger contemporary of John 
Smith, Peter Pelham, for the honour of having introduced mezzo- 
tint in America. He migrated and settled in Boston in 1726, and 
his portrait of the Rev. Cotton Mather (of 1727) is probably the 
first mezzotint produced on American soil. In his more famous step- 
son, the painter John Singleton Copley, the direction of migration was 
reversed. 

Of the foreign engravers contemporary with Smith we may 
mention John Faber the elder, who was born at the Hague, 
and settled in London about 1690. He was a much weaker artist 
than any of the English engravers we have cited from Luttrell to 
Smith ; but his work, which comprises such series as the Founders 
of Oxford and Cambridge Colleges (45 plates, commenced T712), 
possesses considerable historic interest His son, John Faber the 
younger, who worked entirely in England, was a more skilful 
engraver than his father; but in spite of a certain freedom of 
manner, he produced nothing to equal the best work of John Smith. 
His plates after Kneller, Vanderbank, and Hudson are very numerous, 
1 The original picture is now m the National Portrait Gallery. 
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and he is, besides, one of the few mezzotinters born in the seven- 
teenth century who lived to reproduce Hudson’s more famous pupil 
Reynolds. He is best known for his two series after Kneller, the 
Kit-Cat Club (48 portraits on 47 plates, issued by a member of the 
club, Jacob Tonson, in 1735) and the Beauties of Hampton Court 
(12 full-length portraits). 

John Simon, a French Protestant refugee, who was settled in John Simon. 
London in the first half of the eighteenth century, produced a large 
number of mezzotints after Kneller, who is said to have used his 
services after falling out with Smith. His best work, such as Lord 
Somers (after Kneller), and Sir Charles Wills (after Dahl), closely 
rivals John Smith, but he does not quite reach the latter at his 
strongest. He had had predecessors in the art in France, but he 
does not seem to have engraved except in line before coming to 
England. Besides reproducing Kneller, Dahl, Gibson and the 
like, he engraved a considerable number of plates after Mercier, 1 a 
follower of Watteau, who was working for many years in England 
during the second quarter of the seventeenth century. 

Among the earliest of his French predecessors is Louis France. 
Bernard, who worked in Paris during the last two decades of the Louis Bernard 
seventeenth century. His plates are curiously rough in surface, 
as if grounded with an “engine” of an irregular dotted grain, the 
scraper being sparingly used. Besides portraits (after F. de Troy, 
etc.), he produced some plates after Rembrandt (e.g. an Adoration 
of the Shepherds ), in which his bold style achieved really effective 
results. 

His contemporaries S£bastien Barras and Andr£ Bouys S Karras, 
mark an advance at least in technical methods, making far more AlldrtS Cou - vs - 
use of the scraper, and almost certainly laying their grounds with 
the rocker. Bouys, whose work extended well into the eighteenth 
century, left a few really excellent portraits after his master 
Francois de Troy. 

In our notice of the early French masters we have left Henri Henri Gascar. 
Gascar (b. 1635) to the end, although the plates w r hich bear his 
name (chiefly notables of the Court of Charles II., to whom the 
Duchess of Portsmouth formed his introduction), were all done in 
England about 1670 80. 2 None of them, however, bear further 
signature than H Gascar pinxit , and the attribution of the 
engraving to him must, without further evidence, be considered as 
extremely doubtful. The works with this signature (e.g. the 
Duchess of Portsmouth , Nell Guynn and her tzvo sons , and Mrs. 

Middleton ) are all of a rough character not far removed in style 
from the work of Prince Rupert. 

The German work of the period is of less interest than the Germany. 
French. Fiirstenberg had a few followers in Mayence, e.g . Johann 


1 Mercier produced a few engravings and etchings, after Watteau and original. 
2 After the latter date Gascar is said to have worked m Italy. 
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Friedrich von Eltz and Jodocus Bickart, and before the end 
of the century a numerous school had sprung up in Nuremberg and 
Augsburg (e.g. G. and M. Fennitzer, G. A. Wolfgang, and 
Christoph Weigel), but none produced work of any distinction. 

The seventeenth century has shown a far greater number of foreign 
than English mezzotint engravers, and yet even at that time the art 
was commonly regarded as the “English manner.” Why it should 
have taken such firm root in England as to almost seem an 
indigenous art, it is difficult to see. Perhaps Prince Rupert, 
though doing little himself at this time, may have helped to induce 
Charles and his painters Lely and Kneller to promote the new art, 
which in France found a more persistent and, in fact, victorious 
rival in line-engraving. In any case, England formed the centre of 
attraction for the best mezzotinters of the period, and it was work 
such as that of Blooteling which served most to discipline the 
English engravers in an art that from the beginning of the 
eighteenth century became their own by virtue of pre-eminent 
achievement. 

There are few foreign mezzotint engravers in the eighteenth and 
nineteenth centuries of any distinction, and we would complete our 
reference to these before approaching the great period of Reynolds 
in England. 

G. P. Rugendas and his pupil J. E. Ridinger , 1 exercised 
a large influence on the mezzotint of the period in Augsburg, but 
their original work in the process is neither large nor excellent 
Nevertheless a few small plates of cavalry fights by the former, and 
the latter’s sporting scenes and portraits, at least stand by them- 
selves in the history of the art. 

Their work was largely reproduced by members of the Haid 
family of Augsburg, who produced a large proportion of the 
German mezzotints of the eighteenth century. Johann Jacob 
Haid (b. 1704), his son Johann Elias Haid, and Johann Lorenz 
Haid (b. 1702), all did numerous plates, but the only member of 
the family who ever rises above a very dull average is Lorenz’s 
brother, Johann Gottfried Haid (1710-76), who enjoyed the 
advantage of a visit to England. In the latter part of his life he 
settled in Vienna, which from the time of Jan Thomas w r as the best 
centre of the art on the continent of Europe. 

Quite early in the seventeenth century Jacob Mannl produced 
some plates after pictures in the Imperial collections at Vienna, but 
his w r ork is dull, and artistically no advance on that of Jan Thomas. 

The real maker of the school at Vienna was Johann Jacobe, 
who visited England about 1779-80, where he executed a few 
excellent plates after Reynolds (e.g. Mary Mo nekton. Countess of 
Cork , 1779, and Miss Meyer as “Hebe,” 1780), and after Romney 

1 Cf. p. 247. 
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(e.g. William Hay ley, 1779). As professor in the Academie on 
his return to Vienna he exercised a large influence in spreading 
the art he had developed, if not acquired, in England. 

Three of his pupils, who all settled in Vienna, J. P. Pichler, J. P. Pichler. 
Franz Wrenk, and Yincenz Georg Kininger, are technically the W j^ nk ‘ 
most accomplished of the German and Austrian mezzotinters, and ' 0 

carry the art through the first part of the nineteenth century. 

Pichler was the master of a very smooth manner, but his plates 
which are largely subjects after Italian masters, are monotonous, and 
lacking in vigour. Wrenk’s work has virtues and faults similar to 
Pichler’s, and shows less individuality than that of Kininger, who 
is perhaps the most brilliant of the school. 

Before leaving Vienna we would mention another engraver, i^naz 
Igxaz Unterp>erger (1748-97), rather for his vices than his virtue, TTiteibeiger 
He seems to be one of the earliest engraveis in Europe to attempt 
the imitation of the mezzotint grain by mechanical means, i.e. by a 
complicated interlacement of lines achieved by a ruling machine. 

Mechanical mezzotint of this kind is found frequently in England 
in small portraits of the early nineteenth century, but I do not know 
any earlier instance than that of Unterberger. 

The second half of the eighteenth century, the great period of The Dublin 
English mezzotint, opens with a succession of artists from Dublin. S rull P 
John Brooks and Thomas Frye were both engaged for part of John Brooks, 
their lives in the management of china factories in London, and in Thomas Frye 
the mezzotint work of the latter, in particular, an unpleasant porcelain- 
like surface betrays the worker in miniature and enamel. Erve did 
a series of life-sized portrait heads from his own design, but they are 
all smooth and dull in tone, and lack vigour in outline and signifi- 
cance in modelling. 

Brooks’s chief glory is in his pupils McArdell and Houston. 

James McArdell (b. about 1729) was one of the earliest en- McArdell. 
gravers to work to any considerable extent after Reynolds. Among 
the thirty -seven plates he produced after this painter one might 
mention for special praise the John Leslie , Earl of Rothes , and 
Jfrs. Catherine Chambers, while some of his prints after older 
masters are no less brilliant. The true character of Lely’s female 
portraiture is seen in McArdell’s Elizabeth Hamilton , Comtesse tie 
Gramment , far better than in the painter’s contemporary engravers, 
and here, as in the Lords John and Bernard Stuart (after Van D\ck), 
the engraver shows masteiful skill in rendering the texture of the 
costumes. 

Richard Houston, at his best, was as good an artist as Richard 
McArdell. but far less regular and prolific in the practice of his Houston, 
craft. His portrait of Richard Robinson, Bishop of Kildare, is a 
splendid example after Reynolds, and his plates after Rembrandt 
show almost a genius for interpretation. The character of the 
Dutch master’s brush-work at two periods of his career has seldom 

T 



274 


MEZZOTINT 


been so magnificently rendered as in Houston’s Syndics of 1774, 
and the Man with a Knife of 1757 (Bode, Rembrandt, No. 508). 
Richard A somewhat younger pupil of Brooks, Richard Purcell, is a 

Purcell. far i ess distinguished member of the Irish group. A large part of 

his work consists in copies after McArdell, which he did for Robert 
Sayer, one of the principal publishers of mezzotints at this period. 1 

Two other members of the Irish group, Fisher and Dixon, 
stand little behind McArdell or Houston in the quality of their 
Edward Fisher, achievement. Edward Fisher, in particular, is the master of a 
powerful style, which anticipates John Jones in its use of broad 
surfaces of tone. His large bust of Lord George Seymour (as a 
boy) and his Laurence Sterne are among the most convincing of 
all mezzotints after Reynolds, while in the John Armstrong (after 
Reynolds) Fisher shows himself equally successful in rendering 
delicate tones in the higher gamut of colour. Of the prints after 
other painters one might mention the Paul Sandby (after Cotes), 
and Roger Long (after B. Wilson), the slight turn of expression 
being most skilfully caught in the latter. 

John Dixon. John Dixon is an able engraver who has enjoyed a greater 

fame than Fisher, but his work seldom carries the same conviction 
of power. He not infrequently used the dry-point to finish his 
plates, e.g. on the fur and coat of the second Duke of Leinster (after 
Reynolds). Beside Reynolds, his prints find various models in 
Gainsborough, Pine, Stubbs, Zoffany and others. He lived till 
after 1800, but a wealthy marriage had induced him to give up the 
serious practice of his profession some twenty years earlier. 

James Watson, The last of our Irish group, James Watson, who was probably 

a pupil of McArdell, was far more prolific than Fisher or Dixon. 
He is a skilled craftsman, with a mastery of smooth and delicate 
tones, but lacks the force of Fisher. For a certain largeness of 
manner and simplicity of surface, his portrait of Dr. Johnson (after 
Reynolds) is a striking achievement. A very large proportion of his 
plates are after Reynolds ; one might mention his Edmund Burke , 
the Lady Scars dale, Caroline , Duchess of Marlborough, and the Lady 
Stanhope . The last, a large full-length, is among the best of his 
female portraits, which are inclined to be flat in tone, and wanting 
in life. In one instance, that of Mrs. Bunbury (Goldsmith’s “ Little 
Comedy”), after Reynolds, the inevitable vitality of his subject 
saved the engraver from his common fault. 

Before approaching the famous group of English mezzotinters, 
the breath of whose life was Reynolds, we would mention two of 
their contemporaries who each hold a somewhat more individual 
position, William Pkther and Richard Earlom. Neither are 
artists of first-rate skill, but even their imperfection is a relief amid 
a crowd of masters of technique who possessed so little artistic 
individuality. 

1 Cf. Chap VI 1 1 p. 237, note 2. 



PETHER— EARLOM 


2 75 


Like Houston, Pether did a considerable number of plates William 
after Rembrandt, but he was too true a disciple of Frye to be a Pother, 
good interpreter of the master. His Standard-Bearer (after Bode, 

370), Rembrandt with Sword and Breastplate (Bode, 348), and his 
larger plates of the Rabbi , dated 1764 (Bode, 199), are clever, but 
are too smooth in tone, and lack the grip and verve which Houston 
rendered so well. He comes nearer to the surface of the original 
in his plates after Rembrandt’s English imitator, Wright of Derby 
(e.g. Artists drawing from a Statuette of a Gladiator , 1769). 

Earlom suffers, like Pether and Frye, from a certain flatness of Richard 
tone (unpleasantly noticeable in his portrait of McArdell ), but in his Earlom. 
subject pieces it is relieved by his practice of combining the etched 
line with the mezzotint ground. He scraped a considerable number 
of plates for the Houghton Gallery P a large work of some 129 prints 
published by John Boydell (1787-88), reproducing pictures from the 
collection of Horace Walpole, Earl of Oxford, which had been 
acquired by Catherine II. of Russia for the Hermitage in 1779. 

A landscape after Hobbema, various plates of still life after Snyders, 
and his Concert of Birds after Maria da’ Fiori, and the Flower and 
Fruit Pieces after Van Huysum and Michelangelo Pace di Campi- 
doglio (all for the Houghton Gallery ), break the monotony of an 
art traditionally devoted to portrait. Of his other subjects one might 
mention the six plates after Hogarth’s Marriage a la Mode (1796), 
and the Life School at the Royal Academy of 1773 after Zoffany. 

His most inteiesting and successful work is undoubtedly the set of 
200 plates after Claudes Liber Veritatis , 1 2 which was published in 
two volumes by Boydell in 1777. 3 Both in its artistic scope and in 
its technical manner (the combination of etched line with mezzo- 
tint tone) it formed the immediate inspiration to Turner’s Liber 
Studio rum. Besides the plates after Claude, Earlom produced a 
considerable number of other prints after drawings (e.g. a set of 51 
after Cipriani, published by Boydell, 1786-87), in line, etching, and 
in the crayon manner, and a few portraits in stipple (e.g. Cipriani 
after Rigaud 1789, Lord Heat life Id after Reynolds 1788). 

We are now approaching the great classical group of English The great 
mezzotinters who were so largely devoted to the reproduction of mezzotinters ot 
Reynolds. They are the contemporaries of many of the engravers of 

whose work has already been described or mentioned, but born for 
the most part after 1745, while the latter were all born before that 
date. The best period may perhaps be regarded as the last three 
decades of the eighteenth and the first ten years of the nineteenth 

1 Valentine Green did most 01 the other mezzotints in the publication, though 
Pether, Josiah Boydell, and J Watson produced a few. Of the line and stipple 
engravers engaged we may mention John Browne, J. Peake, J. B. Michel, and P. C. 

Canot. 

2 The original drawings m the collection of the Duke of Devonshire. 

3 A third volume after Claude drawings in the R. P. Knight, Earl Spencer, and 
other collections, was published between 1802 and 1810 {78 numt'eis m B.M copy). 
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centuries, though until the middle of the latter century there was 
no lack of powerful work. Some dozen engravers were virtuosi in 
their craft, but it is striking how dependent they were as artists, and 
what poor work even the best of them could produce when left to 
their own devices. As artist and virtuoso combined, John Raphael 
Smith perhaps holds the first place, which is usurped in the early 
nineteenth century by his pupil William Ward, and by the latters 
brother James Ward. 

John John Finlayson (b. 1730) who, besides a few subject plates, 

I* in lay son. engraved a score of portraits after Reynolds, Read, Zoffany, Hone 

and others, is only on the verge of this group. He is a fair 
craftsman, but by no means so convincing or vigorous an artist as 
Dunkai ton. his contemporary of the Irish group, Edward Fisher. To be done 
with our second-rate engraveis of the great period, we would just 
allude to Robert Dunkarton, a pupil of Pether, who shows a 
harsh and unsympathetic manner, only at rare intervals producing 
anything as good as his Lord Lifford after Reynolds. 

Valent. ne In Valentine Green we meet one of the most famous of the 

Green. Reynolds engravers, but one who seldom honestly deserves his 

great reputation. He can be brilliant on occasion, but even the 
most brilliant, e.g. the Mrs . Cosway (after herself) and the Ozias 
Humphry of 1772 (after Romney) are somewhat hard and 
metallic. His great name rests largely on the full-length portraits 
of ladies after Reynolds, of which we might instance the Duchess 
of Rutland and the Georgia no, Duchess of Devonshire , of 1780, the 
Countess of Salisbury of 1781, and the Lady Louisa Manners of 
1779, as aniong the most excellent. All these plates show an 
imposing solidity of tone, but unhappily a very large number 
of his full-lengths are empty in character as well as too smooth in 
tone to be effective on so large a scale. The Viscountess Tow ns fund 
and Lady Jane Holliday after Reynolds are sufficiently glaring 
examples, while excursions into the reproduction of other painters 
find him scraping such unpardonable plates as the George L’rince 
of J Vales and Frederick Duke of York (after West), the Far l of 
Leicester (after Zincke), and the Washington of 1785 after Peale. 
Nevertheless some of his strongest engravings, e.g. the portrait of 
Sir Joshua Reynolds (after himself), and the beautiful plate after 
Reynolds’s Ladies JValdegrave , are almost unequalled in the fine 
quality of their tone 

Of his subject plates after old masters, which are numerous, we 
have already mentioned the most important, i.e. his contribution to 
the Houghton Gallery. He also did some twenty plates from 
pictures in the Dusseldorf Gallery , which now forms part of the 
Alte Pinakotek at Munich. 

Both William Dickinson and Thomas Watson, who were for 
some time associated in a print-publishing business, did finer work 
than Valentine Green. 
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Thomas Watson, who by the way was no connexion of the Thomas 
Irish mezzotinter Janies Watson, produced in a short life some of ^ Vatson * 
the most magnificent plates after Reynolds, as well as many after 
less well-known painters, such as Gardner and Willison. In a set 
of six plates of Windsor Beauties of 1779 (e.g. Elizabeth iVriothesley , 

Countess of Northumberland ), he reverts to Lely for his originals. 

His Lady Bampfylde is one of the most striking of all the full-length 
portraits after Reynolds, leaving those of his namesake James Watson 
far behind. There is great depth and power in the tone, and a sense 
of good draughtsmanship in the details of the figure which Green 
often lacked. Of his male portraits after Reynolds his bust of 
David Garrick is full of power, and the Resignation of 1772 (a 
portrait of George White, pavior and artist’s model) is a wonderful 
study, if not quite free from a certain affectation for brilliant streaks 
of light (e.g. in the hair). Unfortunately Watson’s promise was 
larger than his achievement, but even as it is, he is worthiest of all 
the mezzotinters before the Wards to stand next to J. R. Smith. 

He also left a few plates in stipple (e.g. Elizabeth Beauclerc as 
“Una,” after Reynolds, published 1782). 

William Dickinson shows many common characteristics w T ith William 
his paitner Thomas Watson. In his Elizabeth Houghton, Lady Dickinson. 
Taylor after Reynolds, a particular resemblance in their styles may 
be remarked in the treatment of the foliage, with its scintillating 
qualities and its affectation of streaks of light. He is perhaps 
seen at his best in his portraits of men, e.g. Dr. Thomas Percy after 
Reynolds, and the impressive Sir John Fielding after Peters. Like 
Watson, Dickinson also produced some stipple plates, e.g. the 
Duchess of Devonshire and Viscountess Duncan non, 1782 (after 
A. Kauffmann). The latter part of his life was spent in Paris, 
w T here he died in 1823. 

John Jones is particularly successful in rendering the quality John Tones, 
of the painter’s brush, and Romney with his broad touches of 
colour finds him an excellent interpreter. Airs. Charlotte Davenport 
(1784) and Edmund Burke (1790) are two of his most convincing 
plates after that master. Scarcely less effective are his prints of 
Miss Kemble and the Lady Caroline Price (Fig. 97) after Reynolds, 
but his portraits do not ahvays show r a real master of drawing, e.g. 
the poor modelling of the hands and arms in the Hon. ALrs. 

Tollemache after Reynolds and in the Duchess of Afarlborough after 
Romney. His large landscape, View from Richmond Hilt after 
Reynolds, in which he uses the etched line in combination with 
mezzotint, show r s how loose is this engraver’s grasp of the structure 
of things in nature. As a portraitist he forms an exception among 
his contemporaries, in engraving far more men than women. 

By far the most original talent in the wdiole group is John John Raphael 
Raphael Smith, a son of the landscape painter Thomas Smith of Smith * 
Derby. He was himself by no means negligible as a portrait painter 
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(e.g. the George Morland and Sir Nathaniel Dance both engraved 
by himself (1805); Horne Tooke of 18 11 and William Cobbeit of 
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of prints and his extreme facility with the brush contributed to 
render him a popular painter of political portraits. 

Another side of his original work was the society genre, in 
which he showed perhaps no great inspiration, but produced a 
good many paintings and drawings as well as prints of considerable 
spirit (eg. a Lady in Waiting, 1780). But his original work counts 
almost for nothing beside his unequalled power in the interpreta- 
tion of Reynolds, Romney, and Gainsborough. His female portraits 
after Romney, e.g. Louisa , Viscountess Stormont , the Hon . Mrs. 

Henrietta North (1782), Mrs. Canvardine and Child of 1781 (see 
Fig. 98), Mrs. Robinson (1781), and Emma , Lady Hamilton 
(1784), are among the most exquisite productions in the whole 
range of mezzotint. 

No less powerful and generally deeper in tone are the plates 
after Reynolds, e.g. Richard Robinson , Archbishop of Armagh, Lord 
Richard Cavendish , Giovanni Bacelli (1783), Mrs. Payne-Gallwey 
and her son , and the Hon. Mrs. Stanhope , the last being one of the 
subtlest of all in its rendering of a soft moonlit atmosphere. In 
his larger full-length portraits after Reynolds he commands a 
variety of moods, seldom failing to avoid the flatness of Valentine 
Green, and the affectation of Thomas Watson. Among the most 
convincing of all in its broad touches of shading is the Mrs. Carnac 
(177S), while the Mrs. Musters (1779), if somewhat less vigorous, 
has added life in the exquisite variety of its surface. 

Two prints after Peters, Lady Elizabeth Comptofi (1780) and 
the Hon. Mrs. O Neill, may be instanced to show the delicacy of 
his rendering of the tones in the higher gamut, and the Hon. Mrs. 

Bouvene (after Hoppner) exemplifies the effect which he sometimes 
gained by a few broad touches with the rocker, after the scraping 
had been done. 

A considerable number of his subject plates were engraved after 
his friend, George Morland, who later found prolific interpreters 
in the Wards. 

John Dean inherited a certain command of delicate tones from John Dean 
his master Valentine Green, but though possessing an attractive 
lightness of touch, his work is conspicuously lacking in real vitality. 

A comparison of his Elizabeth , Countess of Derby of 1780 (after 
Romney), with a very similar plate by J. R. Smith after the same 
painter ( Viscountess Stormont ), will immediately show the gulf 
between their capabilities. Another of Green’s pupils, James James Walker 
Walker, developed into a far stronger engraver, quite equalling 
his master in the balance and solidity of his tone. A wise avoid- 
ance of elaboration helps greatly in increasing the effect of his 
larger portraits, e.g. the Jolm l Valter Tempest , and Sir Hyde Parker 
(1780) after Romney. After 1784 he spent some eighteen years 
in St. Petersburg as engraver to the Empress Catherine, scraping 
pictures from the Hermitage Gallery, as well as numerous portraits. 
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C. h. Hodges. Charles Howard Hodges, a pupil of J. R. Smith, is another 



Fig. 98 — John Raphael Smith. Mrs. Canvardine and Child, after Rnmnev. 


of the mezzotinters who settled abroad, living at Amsterdam from 
about 1794 to the time of his death in 1837. 

His best work, e.g . Mrs. Williams- Hope of 1788, and Mrs. 
Sophia Musters (as ‘‘Hebe”) after Re>nokh, and William IV. (as 
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Duke of Clarence) after Hoppner, possesses the true flavour of the 
best period. The same can hardly be said of his late work in 
Amsterdam, but his plate of the Shipbuilder and his Wife after 
Rembrandt ( 1 802), and the full-length of Rutger Hans Schimmel- 
penninck (1806), in which a preliminary etching is used with skill, 
at least betray no technical decline. 

There is a host of other mezzotinters working in the latter half 
of the eighteenth century, but nearly all are greatly inferior to those 
whose work has been described. William Doughty is a brilliant William 
exception. His work is exceedingly limited, but what there is Dou § ht y‘ 
is extremely powerful; his Dr. Johnson (1779), and the Hon. 

Augustus Kefpel (1779), after Reynolds, being among the most 
convincing plates of the period. Of the rest we would just 
mention Jonathan Spilsbury, with his smooth and somewhat j. Spiisbury. 
lifeless plates after Reynolds and others ; John Murphy, for a j. Murphy, 
few plates, rather coarse in grain, showing an unpractised hand ; 

John Young, a pupil of J. R. Smith, brilliant, but superficial ; j. Young. 
Guiseppe Marchi, an assistant of Reynolds, whom he interpreted G. Marehi. 
in a few soft-toned mezzotints ; George Keating, whose Ee/nble g. Keating. 
as Richard III. (after Stuart), and Georgiana , Duchess of Devon- 
shire (1787, after Reynolds), show a fine mastery of his craft; 

Henry Hudson, for an attractive full-length of a certain Mrs . Curtis H. Hudson, 
with a large muff on a couch, and Gainsborough Dupont, for a Gainsborough 
considerable number of harsh and amateurish plates after his Du P° nt * 
famous uncle Thomas Gainsborough. 

In the early part of the nineteenth century the best traditions Nineteenth 
of the art were most worthily represented in William and James centur y> 
Ward, George Dawe, Charles Turner, and Samuel William 
Reynolds. 

William Ward, a pupil of J. R. Smith, stands little behind William Ward, 
his master in the power of his scraping. He will perhaps be 
remembered most for his plates of landscapes and animals after his 
brother-in-law, George Morland, which are not infrequently printed 
in colour. But his portraits alone would give him rank beside the 
strongest of his predecessors. Arthur Murphy (after Dance), 

George Morland (after R. Muller), James , Earl of Malmesbury (after 
Lawrence), Dr. G. H Baird and Sir David Wilkie (after Geddes), 
and the Misses Mariatine and Amelia Frankland (after Hoppner), 
show him at his best. In the last of these plates, and in many 
others, he attained a pleasing variety of surface by a few open 
strokes with the rocker after the scraping. He was also one of the 
best of the engravers in stipple. 

His younger brother and pupil, James Ward, scarcely holds so James Ward, 
important a place as an engraver, but his works show an equal 
talent. His mezzotints were all produced in his early period, the 
latter part of a life of some ninety years being entirely devoted 
to painting, for the most part landscape and animal subjects in the 
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manner of Morland. Besides his plates after that painter, he 
also scraped a considerable number of his own compositions (eg. 
the Poultry Market , the Fern Burners , and the Lion and Tiger 
Fighting ). 

A few of his portraits, such as the Miss Frances Vane as 
“Miranda” (after Hoppner), are fully as sound as anything by his 
brother, but many others, e.g. Henry Erskine (after Raeburn), and 
Juvenile Retirement (the children of the Hon. John Douglas) after 
Hoppner, are neither free from affectation in the landscape, nor 
sound in draughtsmanship. James Ward himself, on abandoning 
the art of mezzotint in 1817, gave a most representative set of his 
prints to the British Museum, in some cases including as many as 
ten proofs in vatious stages from one plate. 

George Dawe kept more strictly than the Wards to the old 
traditions of portraiture. His freedom from the growing practice 
of preliminary etching, and the powerful simplicity of his deep tones 
and brilliant lights render him especially effective as an interpreter 
of Raeburn (e.g. Viscount Melville , Dr. James Gregory , and Charles 
Hope). The last ten years of his life were spent at St. Petersburg, 
painting a large number of portraits for the Emperor. 

An engraver of a greater compass of subjects is Charles 
Turner. Like Dawe he is an excellent translator of Raeburn 
(e.g. Dr. John Robison , Lord Newton , and Sir If alter Scott), but 
he produced a greater variety of portraits, engraving after Hoppner, 
Lawrence, Jackson, Beechey, Shee, and other contemporary 
painters, after old masters such as Rembrandt and Van Dyck, and 
also translating into mezzotint certain early English engraved 
portraits by Elstrack, Passe, and Delaram. The quality of his 
work is remarkable for the use of aquatint in combination with 
mezzotint. His large plate of the Shipwreck (after J. M. W. 
Turner) will illustrate this method, the aquatint adding a certain 
liquid and luminous character to the tone which can never be 
attained by mezzotint. His lighter use of etching, combined with 
mezzotint, shows a more artistic feeling than the more regular line 
seen in the plates of Samuel Reynolds. Plates like the Lady 
Louisa Manners and the Countess oj Cholmondeley (after Hoppner) 
exemplify the freedom and dash of his style in this respect, but 
just fall short of being masterly in draughtsmanship or modelling. 

Besides his part in the Liber Studiorum , which has already 
been mentioned, 1 he engraved five plates after Turner for the 
River Scenery or Rivers oj England 2 (1824-30). He also pro- 
duced about a score of plates in stipple, largely in the earlier part 

1 See p. 244, w here the other mezzotmters who contributed to the work are 
enumerated. 

2 The other mezzotinters in the River Scenery or Rivers of England after Turner 
and Girtin, are T. G. Luptox, G. H. Phillips, \V. Say, S. \V. Reynolds and 
John Bromley. The prints date from 1823 to 1830. 
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of his career. Two subjects after Singleton, the Fairing and the 
Savoyard (both belonging to the year 1800), will suffice to 
represent his spirited work in a process which he never really 
mastered 

The best part of the w'ork of Samuel William Reynolds was s. w. 
done in the first decade of his activity (about 1794-1804), and Re y nolds * 
his plates in pure mezzotint are comparable in depth and richness 
of tone to all but the greatest work of J. R. Smith and William Ward. 

His Duchess of Bedford of 1803 after Hoppner is a dignified pro- 
duction, and the Elizabeth , Marchioness of Exeter , of the same year, 
after Lawrence, may be mentioned with even greater praise for the 
simplicity of the tone surface, both in figure and background. It 
is the more remarkable, as the shimmering quality of Lawrence’s 
painting seldom failed to lure the engraver to an exaggerated glossi- 
ness, tempting him to discard the purer convention of a less imitative 
texture, which should distinguish the mezzotint engraver from the 
photographer. 

Reynolds very largely uses an etched foundation for his mezzo- 
tint, and given a good proof, it is sometimes not ineffective (e.g. in 
his Countess of Oxford of 1799, and the Mrs. A rb nth not of 1800 
after Hoppner). There is always, however, a dangerous tendency 
for the etching, if too heavy, to coarsen the effect, and render the 
tone a mere redundancy. This may be remarked in particular in 
the etched ground of the King Leopold (as Prince of Saxe- Coburg) 
after G. Dawe, while the repose and concentration of the Lady Hood 
(after Lawrence) is marred except on the darkest impressions by the 
heavy outlines of the dress. 

For some time after about 1826 Reynolds was in Paris, and 
produced numerous subject plates after Gericault (e.g. the Wreck 
of the Medusa), Horace Yernet, Delaroche, A. C. H. Haudebourt- 
Lescot, Dubufe, and other French painters. 

During the six years previous to his removal he had been 
chiefly engaged in producing a series of 357 plates after Reynolds. 

He was greatly assisted in the work by his pupil (and later assistant) 

Samuel Cousins, who claimed to have entirely scraped some 
eighty-four of the plates. 

Of other mezzotinters of the first half of the last century we 
may just mention George Clint, an engraver of numerous George Clint, 
theatrical groups ; Henry Meyer, 1 faulty in draughtsmanship, but Henry Mever. 
often powerful in tone ; Thomas Hodgetts, and Thomas Goff Q°Lupton 
Lupton. Besides a small part in the Liber Studiorum 2 and seven- 
teen facsimiles of the original series published between 1858 and 
1864, Lupton also engraved after Turner (mostly dating between 
1826 and 1828) the set of Harbours of England, which was pub- 
lished with text by John Ruskin in 1856. Some seven plates of the 

1 He worked largely in stipple 
3 For full list of mezzotinters m this work, cf. p. 244. 
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River Scenery (or Rivers of England) by Turner and Girtin are also 
from his hand (1823-27). 

William Say. A more important p’ace is held by William Sav, one of the 
most prolific of the later mezzotinters. He produced much work 
of a second-rate order, but here and there a print like the Lady 
Mild may and Child after Hoppner (1803), which in its tasteful 
combination of etching has very similar qualities to some of 
Charles Turner’s plates. He is particularly successful in his busts 
after Hoppner (e.g. Rt. Hon. William Windham , 1803, and Sir 
George Beaumont, 1808) and Beechey (e.g. John Heaviside , 1803), 
knowing well how to use a full tone in the background to give an 
added emphasis and force to his figure. He not infrequently com 
bines his light etching with delicate touches of roulette work. 

The use of the The claim put forward by his son, 1 that his smaller portrait of 
steel plate. Queen Caroline (18 20) was the first attempt to use steel plates in 
mezzotint is a questionable honour. 

The rich quality of a mezzotint impression depends largely on 
the burr caused by the rocker, and, as in the case of work with the 
dry-point, this is worn down after very few impressions. It 
naturally follows that the late impressions from mezzotints have an 
incomparably small value beside the early impressions, and the 
efforts, not only of the original engravers, but of the later possessors 
of the plates, to repair the tone by rework, render it a constant 
difficulty to decide whether certain impressions are from the original 
plate or from some copy. In most cases it matters little, for the 
original in a state of dilapidation has no more marketable value and 
often far less artistic value than a copy. 

The new development was an attempt to revive an art already 
in its decay, by using a metal which would place the mezzotints 
more on an equality in market rivalry with the more lasting work of 
the line engravers. For some ten years the use of steel was often 
paraded in the lettering as an attractive novelty. From about the 
same time there is a marked detenoration in the depth and richness 
of mezzotints in general. What proportion of this is due to the 
harder quality of impressions from steel, and what to the decay of 
real power in the engraver, it is difficult to decide. It would, 
perhaps, be the juster estimate to say that the second factor is by 
far the more important, while the general decline of the school of 
painting, on which the engravers relied for their models, except in 
the one field of landscape, should also be reckoned in the account. 
Samuel In Samuel Cousins the deterioration of the quality is some- 

CouMns. times lamentably evident. Like Turner and Reynolds he uses 
mixed methods, but his habitual foundation of a sort of mechanical 
stipple is of the dullest order, and the tone of his mezzotint far too 
often spoiled by inartistic imitations of the glossy tones of Lawrence 

1 MS. on an impression in the British Museum, which possesses an almost complete 
collection of his prints (some 335 Xos. ). It should be noted that in 1823 T G Lupton 
obtained a medal of the Society of Arts for “engraving m mezzotmto on steel.” 
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and his early Victorian followers. The value of his work may be justly 
estimated by examination of the stipple proofs and the finished impres- 
sions of the Sir Robert Peel (after Lawrence), of which the British 
Museum possesses impressions. In most cases Cousins is probably 
responsible for the whole work on the plate, but there is one instance 
where collaboration is acknowledged, i.e. the Robert Burns of 1830 
(after Nasmyth), where the stipple was executed by William Walker. 

Cousins stands as one of the most important of the engravers after 
Landseer, while his reproductions of Leighton, Millais, and James Sant 
bring us into a generation that has not yet entirely passed from us. 

William Walker is on the whole a far better artist. He also Wllliam 
combines stipple with mezzotint, but it is the work of one of the Walker, 
best stipple-engravers, 1 and of a far less mechanical order than that 
of Cousins (e.g. IV. E. Gladstone , after W. Bradley). His mixture 
of etching is also done with considerable skill, remarkable in the 
portrait of James Abercromby (1835), alter Jackson. 

John Richardson Jackson (1819-77) is an engraver of a later j. r. Jackson, 
generation who has some of Walker’s quality. He could be dull in 
his mixtures of mezzotint, stipple, and etching, combined with no 
great power of draughtsmanship (e.g. the Lord HatJierly ), but he also 
produced a considerable number of sound plates, in particular after 
J. P. Knight (e.g. Lieut. Holman) and George Richmond (e.g. Earl 
of Leven and Mrs. Hook). Both Jackson and Walker generally 
avoided the thin, glossy surface which was the bane of the mezzotint 
workers in the second two quarters of the century. 

A unique position among the mezzotinters is filled by David David Lucas. 
Lucas, the interpreter of Constable. The son of a grazier, and 
working himself on the land till he was twenty, a mere chance dis- 
covered his talent to S. W. Reynolds, who made him his apprentice 
in 1823. Among his earliest dated works are a few portraits (e.g. 

Dr. May hew after J. Lonsdale, 1827, and the small plate of the 
Duke of Wellington after Lawrence, 1828), and there are a few 
others scattered throughout his work, but these and his subject 
plates are of the very slightest importance beside his landscape. 

The mass of his landscape work is after Constable. We may 
mention a few small but excellent plates after C. Tomkins (eg. 

Dieppe , 1830), another after Bonington (Boulogne, 1836), two of 
1834 after Horace Vernet, two large and unsatisfactory repro- 
ductions of J. D. Harding (Corsair’s Lsle, 1835, an d the Grand 
Canal \ Venice , 1838), the Ret mn to Port Henfleur after Isabey 
(^36), and a rare and most powerful plate of Jerusalem after 
David Roberts (1846), and the tale of his work after other painters 
in this field is almost told. At first Constable took the responsi- 
bilities of the reproduction, and it was he and Colnaghi who 
published in 1833 the Various Subjects of Landscape. The 22 
plates of this set, including the frontispiece and “ vignette, ’ bear 

1 Cf. p. 299. 
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dates between 1828 and 1832, and show some of the engraver’s best 
work. The Noon (1830), A Summer/and (1831), Summer Afternoon, 
Suns/iine after a Shower (1831), may be cited for their brilliant 



Fig. 99. — David Lucas. Mill near Brighton, after Constable. 


and luminous rendering of Constable’s atmospheric effects, while 
others, like the Glebe Farm (1832), and the Water MM, Dedham , 
Essex (1S32), exemplify the rougher grain which Lucas used when 
he had to deal with darker masses of foliage and heavier foregrounds. 
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The New Series of Engravings of English Landscape after 
Constable (14 numbers), which appeared in 1846, was a venture of 
the engraver, and was commercially as complete a failure as the 
former set. Constable’s appreciation unhappily brought Lucas no 
substantial success, and a disappointed life ended miserably in the 
Fulham Workhouse. 

Like his master and most of his contemporaries, Lucas frequently 
combined etching with mezzotint. The line -work is most in 
evidence in the Rainbow (the larger plate of Salisbury Cathedral 
from the Meadoivs ), of 1837. In this instance the etching was 
done after the plate was nearly finished in pure mezzotint, and a 
comparison of the earlier with the finished impressions makes one 
regret his combination. The mixture of etching is far less emphatic, 
and the general effect more pleasing, in two other large plates, the 
Lock (1834) and the Cornfield (1834), but all these large pro- 
ductions are less perfectly fitted to their medium and size, and less 
convincing as woiks of art, than the smaller plates. 

The decay of mezzotint as a reproductive art has been largely 
due to the perfection of photogravure, which serves the student of 
painting so well by its faithful transcriptions of the quality of painting. 

There are still, however, a few exponents of the art who are able to show 
how immeasurably the tone of mezzotint surpasses that of the best of j. b. Pratt, 
the mechanical processes. We refer in particular to J. B. Pratt, Nor- Norman Hirst 
man Hirst, R. S. Clouston, Gerald Robinson, and Frank Short, q! Robinson 11 

Besides his reproductive work after Turner, 1 De Wint, and Frank ^hort. 
others, in w’hich he commands a gamut of tone almost unrealised 
by the earlier mezzotinters, Short has also scraped a considerable 
number of excellent original landscapes. 

The mezzotinters of the past have used their method too little Haden. 
for original expression. Recent work, like that of Seymour Haden, F j n . nie ' 

John Finnie, and Short in England, and of Richard Kaiser in Kaiser * 
Germany, makes one hope that an unworked field of real promise 
may yield a good harvest in the near future. 

II. The Crayon Manner and Stipple 

Three engravers claimed for themselves the honour of dis- j c. Franjois. 
covering the crayon method, Jean Charles Francois, Gilles 
Demarteau, and Louis Bonnet. 2 Francois himself stated 3 
that he made experiments in the method in 1740, though he did 
not repeat his essays until 1753. Francois’s w r ork is by no means 
artistically important, but his own statement, and the fact that in 
1757 he attained recognition from the French Royal Academy, 

\ Cf. P 245. 

2 In earlier editions I was not perfectly convinced of his generally accepted identity 
with the Louis Marin whose name figures on some of his plates (eg. as in\entor of 
printing in gold). But it was assumed by his contemporary, P. F. Basan (Dtciion- 
naire, 1789), and I now see no reason for doubting it. 

3 In a letter addressed to bav£rien, printed 1760. 
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and in 1758 a pension from the king with the title of “graveur des 
dessins da Roi,” point to an official acknowledgment of his dis- 
covery. His most considerable work consists of the plates which he 
engraved for Saverien’s Histoire des Philosophes Modernes , 8 parts 
(4 vols.), Paris, 1760-69 (with 8 frontispieces and 67 portraits), of 
which we reproduce the portrait of Sir Isaac Hew ton (Fig. 100). 
Francois was a skilful craftsman, addicted to experiments in manifold 
methods, — one of his portraits, the Francois Qitesnay , showing a com- 
bination of mezzotint, line, crayon, and aquatint in its various parts. 

Gilles Demarteau, of Liege, who was working in Paris from 
about 1746, must have taken up the new process very soon after 
Francois. His work is very copious, and more important than that 
of Francois, realising with greater success the absolute quality of the 
red chalk drawings which it constantly reproduces. Boucher supplied 
the greatest number of his originals, but he produced many prints 
after Cochin, Le Prince, Huet, Eisen, Fragonard, and others. He 
occasionally worked with two colours, seldom with more. 

Though Bonnet's claim to the discovery of the whole method 
is out of the question, 1 he at least .seems to have been the first to 
imitate the quality of pastel by printing a crayon engraving in 
various colours, apparently using a plate for each tone. He is one 
of the few engravers (excepting the artists in chiaroscuro wood-cuts) 
who have used a white pigment in printing to give a light higher 
than the tone of the white paper. His pigment seems to have been 
comparatively permanent in colour. 

Bonnet was as prolific as Demarteau in his reproduction of 
drawings by Boucher, Lagrenee, and the like, but the greater part 
of his work is of a much more commonplace order. He often 
descends to imitating a gilt frame to decorate his engraving ; in 
fact, he seems to have taken special pride in the power of compassing 
these difficult trifles by the art of printing. He also seems to have 
made experiments in processes like aquatint as early as Le Prince. 2 

Many other engravers during the latter half of the eighteenth cen- 
tury and the early part of the nineteenth did work in the crayon manner, 
but for the most part they are the same artists who worked in stipple, 
and their names will be reserved for our summary of that method. 

A completely different method, that of soft-ground etching, 3 
often effects results which are surprisingly like crayon prints, the aim 

1 1743 is generally gi\en as the date of his birth, but as it appears from the 1758 
edition of Bosse (revised by Cochin) that he had already produced successful plates 
in the pastel manner, Basan's date, 1735, very probably has better authority behind it. 
Cf. howe\er, A M Hind, Burl. Mag., .Sept. 1907. 

a Note, e.g . , his title-page and two plates in the 1767 edition of Cavlus’s Recueil 
dt' Testes tie caractere et de charges dess infes par Leonard da Vinci . 

3 This process appears to ha\ e come into use early in the second half of the eighteenth 
century As I have not devoted a special section to its history, I add references to the 
pages on which etchers in soft ground are mentioned, i.e pp. 235, 237, 240, 241, 244, 
282, 303, 304, 313, 335, 337, 385, and 386. Thomas Vivares is one of the few 
artists who often specifically letters his plates soft-ground etching. 
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of both methods being essentially similar. The student will often 
need care to discriminate between the two ; but there is an 
irregularity and softness in the grain of soft-ground etching that 
could not be produced by roulettes and other tools of the crayon- 



Fig. ioo. — J. C. Franfois. Portrait of Sir Tsaac Newton. 


engraver. Prints after Morland’s drawings include many examples 
in both methods, which are sometimes mixed on the same plate, 
and offer good opportunity for the comparison. E.g. soft-ground 
etchings by Thomas Vivares might be compared with crayon- 
engravings by John Wright. 

In Holland a process standing midway between that of the J. J. Bylaert. 
crayon and stipple manners was practised by J. J. Bylaert, and 

u 
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described by him in a book published in 1772, 1 the base idea of 
which is the method of dotting with points (“ poi neons ”) of various 
sizes to obtain the texture, which Francois achieved largely by the 
roulette. He refers to having done prints after Van Goyen and 
Saftleven in this manner. The aim he had in view was still the 
rendering of the texture of chalk, and I have met no prints of his 
which could be strictly classed with stipple. 

The method of engraving entirely by dots, 2 which, in combination 
with elements of the crayon manner, forms the basis of stipple, can 
be traced far back in the history of the art of the goldsmith in the 
opus interrasile and opus punctile of the Middle Ages. 3 A consider- 
able number of impressions (for the most part comparatively 
modern) are in existence taken from plates dotted with the punch 
and hammer, which were originally intended only for ornament in 
themselves. One might mention an Annunciation by Buonincontro 
da Reggio, 4 belonging to the second part of the fifteenth century, of 
which there is an impression in the British Museum. At a later 
date the Dresden goldsmith family of the Kellerdaller (late six- 
teenth and early seventeenth centuries) did similar work, not in- 
frequently with the idea of taking impressions. Two distinct classes 
of this type of work may be observed: (i.) where the dots are used 
positively to show the blacks {e.g. most of the plates of Johann 
Kellerdaller I. and II., which can therefore be printed with 
proper effect) ; (ii.) where the dots represent the whites, so that an 
impression is merely a negative from a plate designed as an orna- 
ment in itself {e.g. Buonincontro and Daniel Kellerdaller). 
Work of the former class was done, among others, by Franz Aspruck 
and Paul Flindt about 1600. Roulette work is also found com- 
bined with their punch-engraving, and was probably done for the most 
part with the matting-wheel, which is an old tool of the goldsmiths. 

Some of the most successful work with the punch definitely 
intended for impression are the plates of Jan Lutma the younger. 
His portraits of Himself (dated 1681), of his Father (also a gold- 
smith), 5 of Vondel and Hooft show an astonishing command of the 
method in the delicate shades of tone achieved in the modelling. 

To return to the engraver in the narrower sense of the word. 
We have already noted dotted work in plates of Giulio Cam pagnol a, 
of the engraver of the monogram £ 5 , and of Marcello Fogolino 
at the beginning of the sixteenth century, 6 and a century later in the 
work of Ottavio Leoni ; but this has all been done almost cer- 
tainly with the ordinary graver, and is thus merely a refinement and 

1 See Gener.il Bibliography. 

2 The French term, manure pom tilUe, serves both in the general sense of dotted 
manner, and in the special signification of stipple. 

3 Cf. Introduction, p n. The mediaeval processes are described in Theophilus, 
Dizersamm artuun schedula , ed. Hendrie, 1847, lib. in. capp. 72, 73. 

4 See Zanetti, Cabinet Cicognara, 1837, p. 142. 

5 The subject of one of Rembrandt’s finest etched portraits. 

6 Note also E. Delaune's History of Genesis (R. D 24-59). 
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concentration of the short flicks so constantly used in conventional 
line-engraving at almost every period. 

Just as the limits of the various processes are often ill defined, 
so this practice of Campcignola may be regarded as an anticipation 
of stipple; but in its strict signification, as it has been described in 
the introduction, stipple is a combination of the processes of etching 
and engraving, the graver used being specially curved to facilitate the 
dotting. 

At what precise date stipple came into use is uncertain, but in The imroduc- 
any case it is the follower and not the predecessor of the crayon tion oi stl PP le 
manner. Nor is it profitable to inquire whether it originated on the 
Continent or in England. It can, at least, be asserted that England 
was the first country in which it took root, and the only country in 
which it ever flourished. A great number of its masters, however, 
were foreign, very many Italian engravers being attracted to England 
by the success of one of its first exponents, Francesco Bartolozzi. 

Bartolozzi was born in Florence in 1727, and studying under Bartolozzi. 
Joseph Wagner at Venice, followed his master at the outset of his 
career in the practice of line-engraving. On the invitation of Dalton, 
librarian to George III., he came to England in 1764, where one 
of his earliest works was a series of prints after drawings by Guercino} 

Just before leaving Italy he had been engaged, in collaboration 
with Giovanni Ottaviani and Giacomo Nevay, on a series of reproduc- 
tion of Guercino drawings from the collection of T. Jenkins, Joseph 
Smith, A. M. Zanetti, G. B. Tiepolo, and others, which was published 
by G. B. Piranesi at Rome in 1764. 2 

Except those after Guercino, the majority of the prints after 
drawings which Bartolozzi produced in England were in crayon 
or stipple. In particular may be mentioned the Imitations of original 
Draw bigs by Hans Holbein in the Collection of His Majesty (pub- 
lished by John Chamberlaine, 1792-1800), 3 and his part in John 
Chamberlaine’s series of prints after miscellaneous drawings in the 
Royal collection. 4 

1 Boydell issued these with prints by other engravers under the title Collection of 
Prints engraved by Bartolozzi and others , after Guercino and others, from Original 
Pictures and Drazvings in the Collection of His Majesty , etc. (J. and J. Boydell, 

Catalogue , 1803.) G. Vitalba was among the other engravers. 

- Raccolta di ale uni Disegni del Barbie ri da Cento detto il Guercino . The title 
etched by Piranesi. In the Catalogue of the Piranesi, 1792, the collection is de- 
scribed as containing 28 plates with the frontispiece. This set, with many other prints 
of the kind ( e.g . by A. Bartsch after Guercino ; by F. Rosaspina after the Carracci, 

Rem, etc.), was the property of the Piranesi, and appeared again in the large Paris 
edition of their works (Firmin-Didot, 1835-39). 

3 Including eighty prints by Bartolozzi, three by C. Metz, and one by C. Knight. 

In 1812 an edition appeared, based on the earlier edition, with smaller plates by 
various engravers (Knight, Facius, Minasi, Cardon, Cheesman, etc.), only two of 
Bartolozzi’s plates (after miniatures) being repeated. 

4 Which appeared at various times between 1797 and 1 8 1 1 , a collected edition being 
published in 1812. Bartolozzi contributed the largest number, but it also contains 
prints by F. C. and G. Lewis, P. W. Tomkins, B. Pastorini, L. Schiavonetti, and 
others. G. Lewis deserves mention for etchings in T. F. Dibdin’s Tour (1821). 
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Prints after 
Cipriani and 
Angelica 
Kauffman n 


He found the great opportunity for the practice of the delicate 
stipple method in the reproduction of drawings by his Florentine 
friend, G. B. Cipriani, who had settled in England for some years 
before his arrival. 

Nor was it less Cipriani’s opportunity, for he was negligible as 
a painter of large canvases, and his drawings only attained real fame 



Fig. ioi. — Francesco Bartolozzi. Venus chiding Cupid, after Reynolds. 


in their reproduction. Another foreign artist of similar talent for 
slight subjects of graceful fancy, Angelica Kauffmann, who came 
to England the year after Bartolozzi, is scarcely less important as an 
inspirer of stipple, and there are few of the engravers in the method 
who did not use her designs. Both she and Cipriani left some 
etchings of fancy subject and portrait, etc., but they are of little 
interest. Few English draughtsmen hold a place in the history of 
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stipple at all comparable to these, unless perhaps it be Richard 
Cosway. At some distance, but still very largely represented in 
the stipple engravings of the end of the eighteenth and beginning 
of the nineteenth centuries, are Stothard, Burney, Westall, Hamilton, 

Wheatley, Bigg, and Singleton. 

Besides the very numerous plates of fancy subjects serving Bartolozzi’s 
manifold ends, from book illustrations to invitation cards and admis- P ortraits - 
sion tickets, in many of which he may have been assisted by 
anonymous pupils, Bartolozzi produced a considerable number of 
prints of a more serious order after Reynolds and many other 
painters. Of his portraits one might mention in particular Georgiana , 

Duchess of Devonshire (after Lady Diana Beauclerc), Mrs. Crouch 
(after Romney), Angelica Kauffmann (1780), Lord Thurlow (1782), 

Dr. Burney (1784), Lady Smyth and her children (1789), Countess of 
Harrington and her family (1789), Lord Burghesh and Philip Yorke 
(as children, both dated 1788) after Reynolds, Lady Jane Dundas 
(after Hoppner), Kemble as Richard III. (after Hamilton, 1789-90), 

William Pitt (after Gainsborough Dupont, 1790-91), Dr. Blair 
(after Raeburn, 1802), and the magnificent full-length of Elizabeth 
Barren , T of 1791 (after Lawrence). 

In some of the larger plates (e.g. those of Kemble and Pitt , the 
etched line is largely used in combination with stipple, while in the 
Lord Thurlow the whole of the figure is etched in line, the face 
alone being dotted. 

At his best, e.g. in the excellent rendering of Hogarth’s Shrimp 
Girl , Bartolozzi shows a remarkable command of the delicate shades 
of tone, but his reputation as a draughtsman inevitably suffers by 
the mass of inferior work which issued with his signature from his 
studio. 2 3 His success in England was great, but apparently not suffi- 
cient for his manner of living, and it may have been monetary difficulties 
that induced him in 1802 to accept the position of Director of the 
Academy at Lisbon, where he spent the last thirteen years of his life. 

William Wynne Ryland was probably working in stipple as WAV. Ryland. 
early as Bartolozzi. After serving an apprenticeship to S. F. Ravenet 
in England, he spent several years (about 1760) in Paris, where he 
is said to have studied under Boucher and Lebas. His interest in 
the crayon manner may have been personally inspired by Francois 
or Demarteau. Some of his crayon engravings, published in Charles 
Rogers’s Collection of Pri tits in imitation of Drawings* (2 vols. 1778), 
are dated in 1764, i.e. very soon after his return to England. 

1 This was only finished by Bartolozzi The etching, the greater part of the 
work, is by Charles Knight. See Nash, J fag. of Art. 1886, p. 143. 

2 As eudence of an assistant’s work finished by Bartolozzi, note two oval stipple 
plates of subjects from the “ Vicar of Wakefield ” ( Sophia and Olivia and Olivia and 
Sophia with Fortune-teller), published 1784. signed F. Bartolozzi correct' 1 . 

3 The title-page, inscribed A Century of Punts from Drawings , is by Bartolozzi. 

Most of the other prints (in et., en., and cr.) are by Simox Watts and J. Basire ; 
the latter and Charles Phillips (one plate) also used mezzotint. 
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Impressions In his many prints of fancy subjects after Angelica Kauffmann 

in red. and Cipriani, nearly all of which were printed in red, a particular 

affectation of this school of engravers, he exhibits a delicacy of tone 
which even surpasses Bartolozzi himself in smoothness. It is the 
brilliance of weakness, however, rather than strength, and when left 
to work out his own designs, he shows himself only a very second- 
rate artist. Of his work in line-engraving, in which he has none 
of the strength of Strange, and much of the somewhat finnicking 
quality of French portrait work of the period, the Earl of Bute 
(1763) and George III. after Romney, and the Queen Charlotte with 
the Princess Royal after Cotes (1770), may be mentioned as 
examples. They may have served to get him the position oi 
engraver to Ceorge III., which he held throughout his life. Con- 
victed of a bank-note forgery, his career ended prematurely in 1 783 
on the gallows, as young William Blake, when taken by his father 
as a prospective pupil to Ryland, had strangely prophesied. 
ThomasBurke. Thomas Burke makes up the trio of Angelica Kauffmann’s 
chief interpreters. He inclines to a rougher surface than Ryland, 
and in general is more spirited in expression. He was a pupil of 
John Dixon, and also practised to some extent in mezzotint. 

Of Bartolozzi’s pupils, Knight, Sherwin, Marcuard, Cheesman, 
and P. W. Tomkins are most worthy of notice. 

Charles Charles Knight did a brilliant piece of work in his etching of 

Kmght. the Miss Pa/Ten, mentioned above, but this was probably produced 
immediately under Bartolozzi's direction, and he shows scarcely 
anything else of comparable brilliance. One might instance portraits 
of William Viscount Barrington (1 794-95), and the Duchess of York , 
1801 (after Beechey), but they are rather crude in modelling, and 
lack the delicacy which is the chief distinction of stipple, 
j. K. Sherwin. John Keyse Sherwin is one of the few of Bartolozzi’s pupils 
who engraved more in line than in stipple. He did some brilliant 
work after subjects by the old masters, as well as after contemporary 
painters, but his original work on copper does not show any great 
talent. 

Marcuard. R. S. Marcuard left some excellent work in stipple, one of his 

most powerful plates being a portrait of Bartolozzi after Reynolds 

( T 784)* 

Thomas Bartolozzi had a close follower in Thomas Cheesman, more 

Cheesman. particularly in his system of combining the etched line with stipple 
in the darker tones. He did a considerable number of original plates, 
both fancy subjects and portraits, but few of the latter attain the 
excellence of his Lady Hamilton as the “Spinster” (after Romney). 
Of his plates after the old masters, a Venus with Cupid after Titian 1 
may be cited as a good test of the value of stipple in modelling. 

# In sheer craftsmanship the four engravers just mentioned cannot 

1 Not exactly corresponding to any of the known pictures, though near to one m 
the Uffui (catalogue 1905, No. 1108). 
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rival Luigi Schiavonetti, a native of Bassano, who came to Eng- L. Schiavon. 
land in 1790 to work under Bartolozzi. He is equally brilliant in etti - 
stipple, line, or etching, but in all these mediums he produced a 
mass of indifferently executed hack work for book illustration and 
miscellaneous commercial uses. He shows a wonderfully smooth 
and finished technique in his portraits (e.g. Luigi March esi of 1790, 
after Cosway, Joseph Haydn , 1792, after Guttenbrunn, and Lady 
Cawdor after Edridge 1 ). His most popular work is undoubtedly 
contained in the series of the Cries of London after Wheatley 
( 1 7 93 _1 797 )* 2 

Plltro William Tomkins, another of Bartolozzi's many p. w. 
pupils, is most noteworthy for several charming sets of little fancy Tomkins, 
subjects of children at play and the like (e.g. the Birth and Trimnph 
of Cupid, from papers cut by Lady Dashwood , 1795, and the Birthday 
Gift , or the Joy of a New Doll , 1796). 

His portraits (e.g. Mrs . Siddons after Downman) are often of 
delicate workmanship, but possess little real vigour. 

Charles Wilkin is the author of a considerable number of Charles 
portraits, combining stipple and etching, much in the manner of Wllkin ’ 
Bartolozzi. Engraved with considerable freedom and spirit are the 
ten prints of the Senes of Portraits of Ladies of Rank and Fashio?i 
which were published in pairs in the years 1797, 1799, 1800, 1802, 
and 1803, and probably issued as a set in 1803 (the general wrapper 
is not dated). Three of the series are both drawn and engraved by 
Wilkin (Lady Gertrude Villiers , Lady Catherine Howard , Lady 
Gertrude Fitzpatrick ), and the rest are after Hoppner (e.g. Lady 
Charlotte Campbell and the Duchess of Rutland). Of his prints 
after other masters, the Lady Cockburn (“ Cornelia ”) and her 
Children after Reynolds (1791), may be cited as one of the strongest, 
but it shows a weakness in modelling, an uncertainty in the use of 
lights, and a dulness of surface tone which he seldom surmounts. 

Caroline Watson, the daughter of the mezzotint engraver Caroline 
James Watson, is the miniaturist in style among the stipple " atsolL 
engravers. Her surface is of the closest and finest texture (e.g. 
portraits of Benjamin West and William Wool left ), and suffers from 
the excess of its quality, while her design lacks grip and robustness. 

She engraved much after Reynolds, and her portrait of the painter 
(after himself) is one of her most brilliant plates (1789). She 
engraved one plate for the Shakespeare Gallery , 3 but subjects on 
this scale were too large for her delicate talent. One of her most 
vigorous plates, with nothing of her characteristic fault, is the Miranda 
after Romney (1809). 

While speaking of the miniaturist style as represented in 

1 Original drawing in the British Museum. 

2 In which he had N. Schiavonetti, G, Vendramini, A. Cardon, and T. Gaugain 
as collaborators 

3 For other engravers engaged in this work (in stipple and line), cf. Chap. VII. 
p. 219. 
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stipple, we may refer to John Conde and Anthony Cardon, who 
will be remembered specially for their full-length portraits after 
Cosway. The delicately finished face and the slighter indications 
of the figure are most excellently rendered by a combination of 
stipple and the crayon manner. 

Anthony Anthony Cardon was a native of Brussels, but settled early in 

Cardon. London, studying under Schiavonetti. Of his full lengths after 
Cosway, we may mention the Airs . Merry and Major - General 
R. C. Ferguson (1810), of numerous portraits after Edridge, the 
George 111 . ( 1 S03), the Hon. John Smyth , and that of his master 
L. Schiavonetti ( 1 S 1 1 ). He also engraved after his own drawings, eg. 
a large portrait group of 1801, including the Marchioness of Donegal l . 
Airs, and Miss May , and the Earl of Belfast. A powerful stipple 
print, after Rembrandt’s Ganymede (1795), an exhilarating work 
amid the constant repetitions of fancy subjects nffected by the school. 
Besides work in stipple and line, which he largely used in small 
book illustrations, he did a series of prints in etching and aquatint 
after drawings by Mrs Cosway (published by Ackermann, 1800). 
John Comte. John Cond£ is only known to have worked in London, though 
he is certainly of French or Flemish extraction. He knew even 
better than Cardon how to render the delicate tone of miniature 
(e.g. his full -lengths of Airs. Tickell \ 1791, and Airs. Fitzherhert , 
1792, after Cosway), but in vigour of draughtsmanship he is much 
Cardon’s inferior. 

Thomas Two other foreigners whose work centred in London are 

Gaugam. Thomas Gaugain and Jean Pierre Simon. The former, a native 
of Abbevile, is a prolific craftsman, and engraved many subjects 
and portraits after Hamilton, Nortbcote, Reynolds, Morland, Hoare, 
and others ; but he is a less interesting artist than J. P. Simon, 
j. P. Simon. A rather weak plate, Psyche Suppliante (after A. C. Fleury), was 
published m Paris, but does not help to fix the date of Simon’s 
removal to London, which seems to have been quite early in his life. 
He is one of the few stipple engravers who had sufficient power to 
make some success in large subjects, like those of Boydell's Shake- 
speare Gallery , to which he contributed several plates. His print, 
after Reynolds’s Heads of Angels (children of Lord William Gordon ), 
in the National Gallery (1789), is one of the most attractive of all 
stippled plates 

Of other foreigners who practised stipple in England we would 
mention the Facius and the Smtzenichs of Germany, and Elias Martin 
of Stockholm. 


G. s. and j. G Georg Sigmund and Johann Gottlieb Facius did much work 
Facius. f or Boydell, who is said to have invited them to England in 1766. 

For the most part they worked in common on their plates, which 
include numerous portraits (e.g. Prince Octavius , 1785, after West), 
and many subjects (e.g. after Reynolds’s New College Windows , and 
for Boydell’s Shakespeare Gallery) If their woik is dull, and lacking 
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in draughtsmanship, that of Heinrich and Peter Sintzenich shows Heinrich and 

an even dryer manner. Heinrich Sintzenich was probably in London Peter Sint - 

1 ' zenich. 

to study under Bartolozzi (ab. 1775-79 ?)» but soon returned to settle 
in Germany. The little work of Peter that is known seems to have 
been done in London about 1789. 

Elias Martin is of no great importance as an artist, but his Elias Martin, 
stipple engravings at least have a character of their own. In a series 
of fancy subjects and portraits published in 1778, he shows a light 
manner of using stipple, indicating dress and accessories with broad 
open dot and flick work, whose effect is somewhat reminiscent of a 
Watteau drawing. 

The best English engraving in crayon and stipple, the work of The mezzo- 
artists who have already been referred to in the capacity of mezzo- 
tinters, remains to be mentioned. The work of Earlom, Capt. stipple. 
Baillie, Thomas Watson, and William Dickinson in this field 
has already been noticed, and we can limit ourselves here to the great 
trio of John Jones, J. R. Smith, and William Ward. 

These three engravers realised better than any of the immediate The combina 
imitators of Bartolozzi that the virtue of the smooth and shallow tlon tllc 
surface tones of pure stipple could only be appreciated to ad\antage and stipple 
when relieved by an unelaborated setting in the lighter manner of 
crayon. Stipple tones carried consistently throughout the whole 
of a plate tend to monotony. They lack the depth required to give 
a powerful reproduction of painting. On the other hand, the crayon 
method of representing a chalk drawing is completely satisfying, 
and the finished stipple of the principal part of the design (most often 
the face of the portrait) serves well to concentrate the effect of the 
whole. Cosway had realised this, and some of the engravings by 
John Conde, Anthony Cardon, and others after his drawings show 
how effective the combination could be. A lighter manner of draw- 
ing throughout his portraits, w r ith nothing of Cosway's miniature 
handling of the face, is represented by John Downman. Such 
prints as Bartolozzi’s Duchess of Devonshire (1797) and John Jones’s 
Miss Kemble (1784) show how well his drawings appear in stipple 
and crayon, and they possess just that style which chaiacterises the 
best original work by Jones, Smith, and Ward. 

Of John Jones we would mention in particular two plates after John Jones. 
Romney, Lady Hamilton (1785), and Serena ( Miss Sneyd, 1790), 
as comparable to his Miss Kemble in lightness of touch. His 
more purely stippled work in the heavier manner, e.g. Robinetta 
(1787) after Reynolds, is less successful, and shows some of the 
faults of drawing and little of the strength of his mezzotints. A 
large full length of the Duke of York , 1790 (Reynolds), will suffice 
to demonstrate the inefficiency of the stipple method to represent 
the tone of pictures on a large scale. 

John Raphael Smith did a considerable number of fancy portraits J. R Smith, 
and original subject prints in the methods of stipple and crayon. 
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Of the fancy portraits we may mention the Thoughts on a Single 



Fig 102 — William Ward. Louisa. 


Life (1787), and the pair, Xanissa and Flirtilla (1787), as good 
examples of the lighter method, while his Widow (1791) is at least 
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a brave attempt at rendering depth of tone by stipple. A portrait 
of Aliss Hervey is of some interest, as it shows a curiously rough 
mixture of aquatint and etching with stipple. Besides original 
work, there are numerous stippled plates after Morland, e.g. Delia 
in Town and Delia in the Country (1788), and the Taver?i Door 
(1789). 

Both Jones and Smith are surpassed by William Ward in the William Ward 
sphere of stipple and crayon. His original fancy portraits are 
among the most attractive work that has been produced in the 
field. The Louisa of 1786 (Fig. 102) is perhaps the best of these, 
but many other charming plates might be mentioned, e.g. Lucy of 
Leinster, Alin da, The Cyprian Votary , The Soliloquy (1787), and 
the Afusing Charmer (1 787). Like J. R. Smith he did numerous 
stipple prints after Morland. 

A notable recurrence to the heavier manner and a bold attempt William 
to achieve something of the depth of mezzotint is seen in William Walker - 
Walker, whom we have already mentioned in our section on 
mezzotint. It must be confessed that in his particular aim he is a 
far more powerful artist than Bartolozzi or any of his followers, and 
he has the advantage of avoiding the affectation of printing in red. 

His Lord Brougham and Vaux (Lawrence), Lord Lynd hurst (Ross), 
and in particular several plates after Raeburn, e.g. Sir Walter Scott , 
show the best that has been done in stipple to render depth of tone 
while preserving significance of delineation. But despite the 
technical and artistic excellence of these plates, the principle is 
wrong, and the renewed attempt merely foreshadowed the decay of 
an art which only flourished with that lighter spirit of fancy which was 
heralded in England by Cipriani and Angelica Kauffmann. It has 
already been noted how the process of stipple was used by William 
Walker and Samuel Cousins as a mere adjunct to mezzotint, and 
by the latter and many others it was practised in a mechanical 
strain that merely offends. With the modern revival of the nobler 
art of original etching, and the more powerful method of mezzotint, 
there is no reason to deplore the almost total extinction of the art 
of stipple. 

Allusion has already been made to the colour prints of the Stipple and 
French crayon and pastel engravers. The majority of the English ? rayon . eng l av " 
crayon and stipple engravers also constantly printed in colour, but in^coiour!^ 
they probably never followed the method practised by Bonnet and 
to some extent by Demarteau, of using a plate for each tone. 

The general practice seems to have been that of painting the plate 
between each printing with rag stumps (dollies), a la poupee , as it is 
called in French. The lighter kind of crayon and stipple prints, 
such as those of John Jones and William Ward, are eminently 
fitted for printing in this manner, but it is rare to find one of the 
pure stipple plates at all successfully rendered in any delicate 
scheme of colour. 
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III. Aquatint 

Jean Baptiste Le Prince (1734-81) is generally regarded as 
the inventor of aquatint. He was undoubtedly the first etcher to 
achieve consistent success in la)ing the porous ground, but in 
respect of the discovery it is dangerous to make any more definite 
asseition than that he was among the earliest to attempt to grain his 



Fig. 103 — J. B. Le Prince. La Menagere. 


plates by means of this process. Stray examples of plates similarly 
treated may be cited considerably earlier than his time , 1 and among 
his contemporaries, Ploos van Amstel, Bonnet, and P. G, Floding 2 
had used mixed methods on the borderland of aquatint possibly 
for several years previous to Le Prince's first attempts. 

Le Prince obtained his ground by means of the dust-box and 
fly-wheel (or bellows), a method which is still used as much as any 

5 E.g. a portrait of Cromwell by Van de Velde (cf. Chap. VI. p. 169, note\ parts 
of Sheru in's Catherine of Btaganza (see p. 267, footnote 2), and a few plates done 
in Vienna between 1718 and 1722 by Gerhard Janssen of Utrecht. 

J Several plates dated 1762, aq. mixed with roulette woik, en., et. 
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other, though the fluid grounds have been found to give a more 
delicate grain. 

His etchings in line date from 1760, but none of his aquatint 
plates are dated before 1768, and twenty-nine of these were 
exhibited in the Salon of 1769 with a special, but cryptic, note on 
the new process. 1 Except for a few rare prints after his master 
Boucher, all his work is original, a large part reproducing drawings 
which he had made of landscape and peasant life in Russia, where 
he seems to have spent several years between 1758 and 1763. 

It was his practice to issue his prints in sets of six, e.g. Divers 
Habillements des Femmes de Moscovie (pure etching, 1763-64), 
Habillements de Diverses Nations (pure etching, 1765), 2 e Suite de 
Divers Cris de Marchands de Russie (1765, pure etching), 2 e Suite 
d Habillements de Diverses Nations (aquatint, 1768), i e Suite de 
Coiffures dess in ees dapres nature (aquatint, 1768). His aquatint is 
always combined with a liberal use of line. 

One of the earliest imitators of Le Prince’s manner is the L’Abb£ de 
gifted amateur Jean Claude Richard, Abbe de St. Non. He St * Non - 
did a considerable number of etchings and aquatints in mono- 
chrome after Le Prince, Robert, Fragonard, and others. 

Not many years elapsed after Le Prince’s discovery, before the 
new process was applied to printing in colour. 

Francois Janinet seems to have introduced the practice in f. janinet. 
France. 2 He used a succession of plates (often seven or eight in 
number) for the different colours, and considered as true colour 
impressions, the results he obtained are excellent in their clearness. 

Like many of his school he frequently strengthened his aquatint 
ground with the roulette. 

Janinet’s work is almost entirely reproductive, 3 and embraces a 
multitude of subjects from landscape and genre to portrait. His 
larger portrait of Marie Antoinette, which is of great value in good 
impressions, is an accomplished technical production, but shows the 
same triviality of style that has been noted in Bonnet, a framework 
in imitation of gilt and marble being represented in the engraving. 

His method of colour was extremely successful in imitating Ostade’s 
water-colours, with their clearly divided tints. 

Philibert Louis Debucourt is as sound a master of the Debucourt. 
process of colour-printing as Janinet, and a draughtsman of far 
more original talent. He keeps far more strictly to pure aquatint 
than Janinet, seldom combining work with the roulette, and his 
surfaces of colour gain wonderfully thereby in the transparent quality 
of their tone. In Society genre he is one of the most distinguished 
masters, and his Promenade de la Galerie du Palais Royal (1787) 

1 See J, J. Guiffrey, Collection des Livrets des anciennes Expositions , Feb. 1870. 

2 One of his small plates, L'Optratenr , is inscribed : grave a V imitation du lavis 
en couleitr par F. Janinet , le seul qui ait trouvi cette manure. 

3 E.g. after Boucher, Lavremce, Caresme, Gravelot, St. Quentin, and H. Robert. 
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and la Promenade Publique (1792) are of the greatest interest in 
their spirited representation of manners in Paris at the time of 
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the Revolution. 

One of Janinet’s pupils, Charles Melchior Descourtis, 
stands as an artist on a far lower plane than Debucourt. His 
colouring is almost as good, but his draughtsmanship is as weak as 
his sentiment. Six plates after F. J. Schall, illustrating Paul et 
Virginie , and L'Amant surpris after the same painter, are good 
examples of his work. 

Of the other French exponents of aquatint, P. M. Alix and 
A. F. Sergent-Marceau deserve mention more particularly for 
their portraits. 

Cornelis Ploos van Amstel was producing plates somewhat 
in the nature of aquatint 1 before Le Prince’s earliest attempts, 
but it is difficult to date any of his pure aquatints- definitely 
before 176S. Throughout his work his methods are very mixed, 
and often elude satisfactory explanation. His aquatint was very 
largely combined with the use of the roulette, and tone seems some- 
times to have been achieved by etched lines so closely laid as to be 
almost imperceptible except in tone. 

In the use of several plates to attain colour impressions he 
anticipated Janinet, but his methods were far less strictly those of 
the true colour printer. In spite of a testimonial 3 signed by a 
committee appointed by the Haarlem Maatschappy der Weeten- 
schappen (printed, Amsterdam, 1768), careful examination of his 
prints seems to show that something was left to hand tinting. 

Ploos van Amstel was an amateur, and a great collector of 
drawings, and his various and individual methods were largely 
devoted to their reproduction. He issued forty-six of his facsimiles 
in various parts 4 between 1765 and 1787 (the earliest plates being 
dated 1758), but no further collected edition appeared until two 
decades after his death, when Christian Josi, who became 
possessed of his stock, published the Collection d } Imitations de 
Dess/ns (London, 1821). The hundred plates of this second series 
included all the original prints (except two after Ostade, which were 
replaced by two new plates by Josi), others by Juriaan Cootwyck 
(a goldsmith engraver who appears to have made independent 
experiments in similar methods as early as Ploos himself), crayon 
engravings by Johannes Kornlein (who had been Ploos’s assistant, 


1 E g. Young Man leaning on a Door after Rembrandt, which is among his 
prints published m 1765. 

2 E g. Judgment of Solomon after L. v. I.eyden. 

s In relation to his processes of engraving and printing we may quote : dat hv 
de Figuuren in zyne Plaalen brengt , nog door en Graveeryzer , nog door een Etsnaald , 
nog door een Pontsoen, maar alleenlyk door zekere grondvernissen , poeders en vogten ; 
dat hy de kleuren in zyne Printen geenszins afzet , maar a lie, tot haare volkommenheid 
toe , op eene Pers drukt, en dat met met voaterverf , maar met oheverf. . . 

Each accompanied with some prefatory matter headed Bericht zuegens een Prent - 
werk volgens de nieuwe Uitfnding van den Heer Cornells Ploos van Amstel . 
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1765-67), and aquatints by Bernaert Schreuder and Cornelis b. Schreuder. 
Brouwer. c - Brouwer. 

To these, which were all done before they came into his hands, 

Josi added a few engravings of his own, of a certain Dietrich, 1 and 
of C. C. Lewis, and had the flcwver pieces after Huysum hand 
coloured by a young painter, Jean de Bruin. 

In Germany the most interesting etchers in aquatint in the Germany. 
eighteenth century were Johann Gottlieb Prestel and his wife J* G. Prestei 
Maria Gath arina Prestel. Their aquatints are for the most ^ nd c 

^ t l rcstci 

part of a rough grain, but by no means ineffective. J. G. Prestel 
produced many prints in etching, aquatint, and in the crayon 
manner after drawings in various collections (e.g. Paul Praun, 1776 ? 
and G. J. Schmidt, 1779), in which he w r as also assisted by his 
wife. The latter w r as separated from him in 1786, and afterwards 
worked in London. 

Paul Sandby, the water- colourist, is said to have learnt the England. 
process from the Hon. Charles Greville, who had purchased the Paul ^ and L v > 
secret from Le Prince. 2 Sandby, however, in an autograph pre- 
served in the British Museum 3 describes a mode of imitating draw- 
ings on copper plates discovered by P. Sandby , R.A., in the year 17 76, 4 
to which he gave the name of Aquatinta. He then proceeds to 
describe his method of laying the fluid ground (resin dissolved in 
spirits of wine), wdiich Le Prince does not seem to have used at all. 

In this sense his method w r as new”, and possibly nothing but the 
mere suggestion w T as due to Greville. 

A set of twelve Views in Aquatinta from Draivings in South 
Wales (dedicated to the Hon. Charles Greville and Joseph Banks) 
of 1775, seems to have been his first venture in the process, and 
it was followed in the succeeding years by three further series of 
Welsh view's. 

Aquatint found a natural response in the English school of Pubhcatigns of 
w r ater-colour, and it was frequently applied both in publications of the 

views, and in the drawdng-books which were popular at this period, books. & 

Of these we may mention the w r orks of David Cox ( Treatise on 
Landscape Painting, 18 14 5 ), Samuel Prout 6 (e.g. Rudiments of 

1 Identity uncertain. He had been working in Amsterdam before 1814, when 
he returned to Germany. Hawng found no other work of this Dietrich or of C. C. 

Lewis (unless C. C. is an error of Josi for F. C. or C. G. ), I have not included either 
in the index. 

2 See Library of the Fine Arts , li. 344 (1831). It now appears that P. P. Burdett 
of Liverpool produced a few aquatmts betw een 1771 and 1774, one being dated 1771. 

A MS. note of 1817 by Matthew Gregson of Liverpool in the British Museum 
(acquired with Burdett’s aquatint of “Boys blowing the Bladder” after Wright of 
Derby), states that Greville purchased the secret from Burdett, but it is difficult now 
to decide which version of the purchase story is true. 

3 MSS. Addenda, 36994, foil. 117, 118 (dating April 1801). 

4 Certainly an error for 1775. 

5 Contains soft-ground etchings by Cox, as well as aquatints by R. Reeve after 
his drawings. 

6 Most of his works of this character, published by Ackermann, were executed by 
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Landscape , 1813), John Hassell {Progressive Drawing-Book, 1820, 
The Camera , or Art of Drawing in J Fa ter- Colours , 1823, and 
numerous aquatint views 1 ), and various publications of aquatint views 
after Rev. M illiam Gilpin (the author of the Essay on Prints , 1768), 
John Varley and others, most of which partook of the nature cf 
books ot instruction in the beauties and artistic rendering of land- 
scape. Many of the water- colourists made unimportant essays in 
aquatint and soft-ground etching, but the medium is seldom treated 
for its own sake, and only a few such names figure in our index. 2 

Landscape work in aquatint of a more ambitious and inde- 
pendent order was done by Thomas Malton the younger, and 
1 homas and William Daniell. The former, who enjoys some 
fame as the master of J. M. W. Turner, published two large series 
of original aquatints, A Picturesque Tour through the Cities of London 
and Westminster (1792-1800) and Picturesque Views of the City of 
Oxford (plates dated 1802-3 an d 1810). 

Of the work of Thomas Daniell and his nephew William, 
most interest attaches to their aquatints illustrating life and landscape 
in India, 3 which they visited together about 1784-94. William 
Daniell, besides his Indian plates and numerous aquatint views of 
British scenery, 4 also worked in stipple, and etched a large series 
of excellent portraits in soft ground after George Dance, produced 
between 1808 and 1814 (e.g \ J Flax man, Benjamin West , and 
Richard Cos way). 

We have already referred to Ackermann’s method of reproduction 
by aquatint in speaking of Rowlandson. J. C. Stabler, J. Bluck, 
ID. and R. Havell, 1'. Sutherland, J. Hill, and F. C. Lewis 
were among the more prolific of the craftsmen whom he employed. 
In general their work was printed from one plate in two or three neutral 
tones, the chief colouring being added by hand on the impressions. 
Apart from the work of Pugin and Rowlandson in the Microcosm 

himself m so ft -ground etching (e g Progressive Fragments , 1817 ; Views of Ancient 
Buildings , 1821, as well as putts of the Rudiments , 1813). By 1830 (e.g. in Prouts 
later works), etching was largely superseded by lithography in such books. 

h.g. in his Aqua Pictura, 1813 Rafter Payne, Francia, Cox, Girtm and others), 
and in his Picturesque Rides and Walks round the British Metropolis , 1817-18 (the 
plates of the first \olume entirely by Hassell ; most of the second volume aquatinted 
by D. Havell). 

1 he name of J. R. Cozens should, however, be recorded for a fine senes of 
14 plates m soft-ground (landscape illustrations of the varieties of trees) published m 
1789. i hey are only signed J. R. Cozens inz * , but are very probablv etched by 

himself. His father, Alexander Cozens, who was drawing-master at Eton, was 
an etcher, and published 43 remarkable plates illustrating his pamphlet on com- 
position by blots, A Xeio Method of assisting the Invention m Draioino Original 
Compositions of Landscape (1784-85) The blots (some of them wonderfully 
beautiful in themselves) are executed in aquatint, with a fine resin ground 
Benjamin Green, drawing-master at Christ's Hospital, might also be mentioned 
as the author of several of the earliest drawing-books, with soft-ground etchings 
dating from 1771. & 

’ E.g. Oriental Scenery (in 6 vols. ; completed 1808); Picturesque Voyage to 
India, 1810. * 

4 E.g. A Voyage round Great Britain, with text by Richard Avion, 1814-25. 
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of London (1810), the most important publications are the Histories 
of the Universities of Oxford (1813) and Cambridge (1814) with 
aquatints after drawings by Pugin, Westall, Mackenzie, Nash and 
others, and various Picturesque Tours (e.g. The Seine , 1821, after 
Pugin and Gendall ; English Lakes , 1821, after T. H. Fielding, J. 

Walton, and Westall ; River Ganges , 1824, after Lieut.-Col. Forrest ; 

River Thames , 1828, after Owen and Westall). 

F. C. Lewis may be mentioned in particular for his set of F. C. Lewis. 
Imitations of Drawings by Claude in the British Museum (1S37). 

They do not, however, approach Earlom’s Liber Veritatis in the 
strength of their reproduction. Lewis also worked in mezzotint ; 
and his attractive plates after portrait drawings by Lawrence are in 
mixed processes in which crayon-engraving and soft-ground etching 
form the chief elements. 

The greatest of all the etchers in aquatint, Goya, has found a 
place in the preceding chapter, so that a mere reference to his work 
in this connexion will suffice. Since his time there have been many 
others who might be specially mentioned, but the process has been, 
and is, so promiscuously used by etchers of all descriptions in com- 
bination with line, as to render it superfluous to treat of their aquatint 
work outside the chapter on Modern Etching. 

IV. Colour-Prints 

By colour-prints we would imply impressions printed in more A definition, 
than one colour. Impressions in a single colour stand on exactly 
the same technical grounds, whether they be printed in black, brown, 
red, or any other tone, and naturally fall outside our definition. 

Then, again, these single-colour impressions are frequently tinted by 
hand. These also are excluded from our category ; they might be 
called coloured prints, but not colour-prints. 

Having established this basis we would divide colour-prints into Classification 
two main groups — ofcolour- 

A. Those in which only one plate is used in the printing. prints. 

B. Those in which two or more plates are used. 

The second group may be subdivided into 

(i.) Impressions in which each colour used in the printing 
retains its original character unalloyed. 

(ii.) Impressions in which the original colours used are in- 
tended to combine to form compound tones (ie. in 
the three-colour process, and its variants). 

Finally, we would just mention what is strictly beyond the 
border-line of our subject — 

C. Impressions from metal plates in which the tone or colour is 

printed from wood-blocks. 

A. Colour-Prints in which only one Plate is used 

This method implies painting the plate for each impression, so 


x 
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leaving the artist a perfectly free hand, while the other methods 
involve restrictions which keep variation from extending beyond 
certain limits. The very fact of the infinite possible variations 
renders it essentially an artist’s process, but the antithesis to a true 
printer’s method. Rag stumps (the u Dolly” or “ Poupee”) would 
be used in conjunction with dabbers of various sizes to fill the 
plate, and the process would naturally be a lengthy one if delicate 
divisions of colour were required. 

We have already referred to the coloured etchings of Hercules 
Seghers . 1 They show one of the earliest attempts to give im- 
pressions in colour, but they cannot in a strict sense be called 
colour-prints. The line work is printed in a single colour (often 
varied in tone), and the other tones seem to have been obtained by 
tinting the paper (or canvas, which he frequently used instead) by 
hand, either before or after the impression. 

In the latter half of the seventeenth century Joannes Teyler 
took some true colour-impressions from his line-engravings. His 
work includes subject pieces of varied description, but by far the most 
effective in the process he uses are his plates of birds and flowers. 
Collections of his prints, which vary in the examples they contain, 
are known with a title-page printed in type Verscheyde Sorte van 
Miniatuur . Anno 1693, and engraved title Opus Typo chroma ticu m . 2 

Peter Schenck. also printed a few line-engravings (chiefly floral 
pieces) in the same manner as Teyler, about 1700. In the work 
of both engravers the colour is wiped from the surface of the plate, 
and merely remains in the lines. 

A few anatomical plates 3 were produced in this manner, half a 
century later, by a certain J. Robert, who is said to have been a 
pupil of J. C. Le Blon, and to have assisted his master in the 
mezzotint of some of his Paris plates. 4 

The method of printing a la poupee has been largely used in 
stipple and crayon 5 engravings. We do not need here to do more 
than refer to the section devoted to these processes. 0 

Then the colour-prints from English mezzotints seem to be 
exclusively made from a single plate. The practice was most 
common at the turn of the eighteenth and nineteenth centuries, and 
then chiefly for subject prints like those of William and James 
Ward after Morland. A few of the foreign mezzotinters, such as 
J. P. Pichler and F. Wrenk, also occasionally printed in coloui. 

The methods used by William Blake in his coloured books 
have already been discussed. 7 Neither of his processes £an strictly 

1 Chap. VI. pp. 169-70. 

2 See J. E. T. Graesse, T riser de Livres rares et pricieux, Dresden, 1859-69 
(in Supplement, 1869). The only set I know with title in type is in the collection of 
Mr. H. C Levis. The B.M. senes only has the undated engraved title. 

J In P. Tarin's Adversaria Anatomica , Paris, 1750. 

4 General Bill ii,, Gautier de Montdorge, 1756, p. 128. 

5 Cf Section B (i. ) in reference to the French crayon engravers. 

6 Cf. especially pp. 288, 299. 7 See Cliap. VII. pp. 220-1. 
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be called colour-printing. The majority are merely tinted by hand 
in water-colour, while the prints in opaque colour ( tempera ) are 
obtained by a method of transfer from a card which partakes more 
of the nature of painting than printing. He frequently uses the 
colour so heavily as to almost hide the lineal design. In such cases 
the resultant impression might be a mere monotype, and all virtue in 
the combination is lost. Blake often applied this method of transfer 
quite apart from any etching, achieving a curiously mottled surface 
which could hardly be attained by direct painting with the brush. 

Modern colour-etchings, which for the greater part are printed Modern 
from single plates, will be discussed in the succeeding chapter . 1 etchings. 


B. Colour-Prints in which two or more Plates are used 


The first division of the second method involves engraving on 
a separate plate each part of the work which is to be printed in a 
separate colour. Great care is of course needed in the register, i.e. 
the method of pinning the corners to secure absolute correspondence, 
when the paper is laid on each plate for its impression. Given the 
colour of the inks required, this method could be carried out with 
accurate repetition by the printer without the artist’s supervision. It 
is essentially the true printer’s process. 

This method has been chiefly used by the crayon and pastel 
engravers and the etchers in aquatint, whose work has already been 
described . 2 In the case of the French crayon engravers it is often 
difficult to say whether several plates have been used, or only one, 
inked a la poupee , as seems to have been the practice with almost 
all engravers outside France. 

A certain number of modern etchers (e.g. Camille Pissarro 
and Jeanniot) have also used this process . 3 

The three-colour process is based on Newton’s theory that the 
whole gamut of tonic values is composed of three cardinal colours — 
blue, yellow, and red. 

Jacob Christoph Le Blon seems to have been the first to 
use the theory in relation to colour-printing, his idea being to split 
the composition of the various tones of a coloured picture into the 
terms of the cardinal colours, and, on the basis of this analysis, to 
make three plates, which by superposition of impression should com- 
bine to give the true composite result. The theory was good, but in 
practice, with the imperfect means at his disposal, Le Blon’s work 
is a lamentable failure. His plates are nearly always marred by 
garish streaks of disturbing colours which have failed to combine in 
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J. C. Le Blon 


1 See pp. 322.3, 331, 338. 

2 Cf. pp. 28S, 301-2. 304. It should also be noted that J. C. Rugendas produced 
a lengthy series of prints after G. P. Rugendas printed from two separate mezzotint 
plates, one giving the tones in yellow, the second the black shadows with etched 
outline. Their effect is comparable to chiaroscuro woodcuts. 

3 bee Chap. X. pp. 322-4. 
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the appointed manner. Considering how seldom the three-colour 
process-plates of to-day, with all the advantage of modern scientific 
methods, attain to any absolute combination of colour, it must be 
admitted that Le Blon’s boldness and persistence in tackling one of 
the most difficult problems in colour-printing constitute some real 
success. Le Blon frequently used a fourth plate for his blacks, and 
the same discrepancy between theory and practice is generally found 
in most modern mechanical applications of the process. 

T. C. Le Blon, like his namesake (and relative?; the ornament 
engraver, Michel Le Blon, was born in Frankfurt, and settled early in 
Amsterdam. Here he seems first to have been engaged mostly in paint- 
ing miniature portraits, but before 1 7 1 x he was making essays in the 
new process, and from that time the varying fortunes of his life were 
inevitably bound up with the art of colour-printing. His first great 
venture was made in London, where he had settled, in 1720. He was 
granted a royal patent for his discovery, and a company was formed 
to work the method, with Le Blon as a salaried servant. In spite 
of considerable capital, the company had to declare bankrupt some 
three years later. It was probably soon after this failure that Le 
Blon issued his book Colorittop which purports to explain the process, 
but does little more than add to its obscurity. Later, Le Blon 
attempted the application of the method in tapestry weaving, but 
about 1732 his new company had to face a more disastrous bank- 
ruptcy than the former, and Le Blon found it well to retire to 
Paris. Here he spent the rest of his days, and here first found a 
few followers to continue his attempts. 

About fifty plates by Le Blon are known, portraits being rather 
less numerous than the subjects after the old masters (largely of the 
school of Carracci, Domenichino, and Maratta). Only some three 
plates are signed Le Blon feat , and it is very uncertain what definite 
part he took in the work. Quite possibly he left the mezzotinting 
and etching (for line is often intermixed; for the most part to 
others, 1 2 supplying the three-colour designs and generally superintend- 
ing the work himself. Despite the fact that Le Blon’s plates were 
printed in very large numbers, impressions are very rare in public 
museums. No doubt large numbers have been varnished, and pass 
as oil-paintings in many English houses. Of his portraits one might 
mention as among the most successful the George /. (signed I. C. 
I.e Blon fee.), Kneller’s William III and Queen Mary , those of 
Van Dyck and Rubens by the painters themselves (the two latter from 
pictures in Windsor), Edmund Spenser , and Louis XV. 

1 Le Blon states in the preface that he was prepai mg some anatomical plates for 
Nathaniel St Andre, the king’s anatomist, who was appointed to tins office in 1723, 
but lo-st the Royal favour after 1720 Perhaps the plates he produced, which are not 
identified, are to lx* found among those usually attributed to the Gautier d'Agot\s 

2 In Paris he is said to ha\e been assisted by P. F. Taidieu and J. Robert. 
Gautier de Montdorge 1 Gtneml Bit>l 11 , 1756, p 133) refers to work by these 
engravers, blit I ha\e failed to identify any coloured me/rotmt as their work. 
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In Holland he had a follower in Jan L’ Admiral, who signed Jan 
a few anatomical plates, produced in a similar method, to illustrate L f Admiral, 
books by B. S. Albini and F. Ruysch (published in Leyden, 1736- 
1741). 1 L’Admiral was a native of Normandy, and is said to have 
been a pupil of Le Blon in London before settling in Amsterdam. 

In Paris Le Blon’s method found imitators in the various The Gautiei 
members of the family of Gautier d’Agoty, anatomists, botanists, ^’ A S ot > r 
and artists, whose work in science is as unsatisfactory and confusing " y ' 
as their production in art. The head of the family, Jacques Fabien 
Gautier d’Agoty, claimed to have developed his process quite 
apart from Le Blon (with whom he w r orked for a short time about 
1738), but was certainly wrong in regarding the use of the fourth 
plate for the black as a new discovery of his own. He published 
numerous works on anatomy, as much for the plates (which could be 
purchased separately) as for the text, and it is difficult to differen- 
tiate in many cases between his engraving and that of his sons, 2 of 
whom Jean Baptiste Andre, Arnaud Eloi, 3 and Edouard 3 seem 
to have been his chief collaborators. 

His largest work, and one that contains most information in 
reference to his methods, is the Observations sur V Histoire Naturelle , 
sur la Physique et sur la Peinture 4 (Paris, 1753-57). Besides the 
colour mezzotints, a large number of the plates are executed in 
etching, some being coloured by hand. The tone is also sometimes 
achieved by dotting with the punch 5 or graver, as had occasionally 
been done by Le Blon. 

Jacques Gautier d’Agoty and his eldest son Jean Baptiste Andre 
started ambitious series of portraits, parts of which appeared with 
title-pages in 1770 and 1772 respectively. The earlier, which came 
out in 1 7 70, under the son’s name alone, was entitled Galerie Fra?icaise y 
ou Portraits des Homrnes et des Femmes Cilebres qui out paru en France , 
and it is uncertain whether the father took any part in this set. 

The later, entitled Galerie Universe lie con tenant les Portraits de 
Personnes Cilebres de tout Pays i had both father's and son’s names as 
engravers on the title-page, the only two livraisons that appeared 
being issued in June and August 1772. In the Galerie Universelle , 
the portraits of Voltaire , D' Alembert, and half a dozen others are by 

1 Another important scientific woik illustrated by colour-plates in the style of Le 
Blon, though more in line than mezzotint, is J. G. Weinniann’s Phythantoza It ono- 
graphia , Augsburg, 1737-45 (Dutch ed. , Amsterdam, 1736-481. It contains 1025 
large botanical plates by B. Seuter, J. E. Ridinger, and J. J. Haid. 

2 Prof H. \V. Singer’s articles in the Monatshefte (1917 and 1918), contain 
catalogues of the works of the D’Agoty family, and of Lasmio, L* Admiral, and 
J. Robert, which help greatly to clarify a \ery difficult subject. 

3 In the Cours Complet d Anatom ie . . . expliqut pa r M. Jade lot, Nancy, 1773, 

A. E. G. d’A., who designed and engraved most of the plates, is called the second -on. 

One of the plates is signed by L. Gautier d’Agoty. Edouard calls himself z me jils on 
the impression of his St. Francis of 1780, after Van Dyck, m the Bibliotheque 
Nationale, Paris. Perhaps at that time he was the second surviving son. 

4 Title in 1756 and 1757 runs: Observations ptriodiques sur la physique, l histoire 
naturelle et les beaux- arts . 

5 E.g. in particular in the Collection des Plantes , Paris, 1767. 
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DAgoty pere, but the greater number in this, as well as perhaps all 
in the earlier publication (e.g. Frederick the Great and M. de Maupeon ), 
are by the son, who, in many cases, was also responsible for the original 
painting. Sets preserved with their title-page are of extreme rarity. 

Edouard Gautier d’Agotv, whose work holds a more indi- 
vidual place than that of Arnaud Eloi, who seems to have kept chiefly 
to anatomy and natural history, engraved some twelve plates after 
pictures in the Orleans Gallery (e.g. after Titian, Paul Veronese, 
Correggio, Reni, Lebrun, etc.), as well as a few portraits (e.g. 
Madame Dubarry and Marie Antoinette). In the latter part of his 
life Edouard was settled in Italy, where he at least succeeded in 
inspiring one follower, the line-engraver and etcher Carlo Lasinio. 
Carlo Lasinio Lasinio produced a portrait of Edouard TAgoty in this manner, 
some subjects after old masters (e.g. St. Mark in a Niche after Fra 
Bartolommeo), and a series of small engravings of Portraits of Artists 
from the pictures in the Utfizi. There is a copy of these Ritratti 
dd Pittori bound in three volumes, and with a MS. title (with the 
date and place, Venice, 17 89), in the Print Room of the British 
Museum, but I cannot find whether they were ever published as a set. 

With Le Blon, the Gautier d’Agotys, and Lasinio the history of 
the three-colour process in artist engraving is almost ended. The 
declared aim of the process is truth to the natural tones of colour, 
but the theory has never been found satisfactory in practice. 
Engraving is above all things not the art for imitative realism in 
colour, even though certain decorative colour-effects may sometimes 
be appropriately rendered by one of the processes described in this 
chapter. Though occasional instances might be cited during the 
nineteenth century where engravers and etchers have made partial 
use of some elements in Le Blon’s process of colour combination, 
it may be stated that the method practically finds no exponents 
outside the field of photo-mechanical reproduction. 

C. Impressions from Metal Plates in which the Tone or Colour is 
printed from Wood-Blocks. 

Engravers, etchers, and mezzotinters have occasionally used the 
“ chiaroscuro ” 1 method of getting surface colour by means of 
Hubert several wood-blocks in combination with their plate. Hubert 

Abraham and Goltzius, 2 Abraham and Frederik Bloemaert were among the 
Frederik earliest to use the engraved and etched line in this combination. 3 
Bloemaert. 1 The pure “chiaroscuro” method was chiefly practised in the sixteenth centurv. 

Its earliest exponents were probably Germans {e.g. Cranach (one print dated 1506), 
Burgkmair with J. de Xegker, and Wechtlin), but the greatest production comes from 
Italians like Ugo da Carpi, Antonio Fantuzzi da Trento, Giuseppe Nicolo Vicentino, 
and Andrea Andreani. 

2 In his I mperatoruin Imagines , Antwerp, 1557 (the wood-blocks cut by Josse 
Gietleugen). 

There is an isolated example (a Pair of Lovers seated in a Landscape) by an 
anonymous artist of Upper Germany, dated 1538 (Gutekunst sale, Stuttgart, 1903, 
III. Teil, No. ii, with reproduction; acquired for the Kunsthalle, Hamburg). A 
single tone block is u-.ed m combination with an etched plate, which is reminiscent of 
the style of Lautensack and Huber. 
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In the early eighteenth century we may note a considerable number 
of the etchings and engravings by P. P. A. Robert, Caylus, and p. p. a. 

C. N. Cochin I. for the Cabinet Crozat (1729 1 ), where the tone is Robert - 
achieved in chiaroscuro blocks cut by Nicolas and Vincent Le Sueur. c^Cochm 1 
The same method was used only a few years later in England by Arthur Pond. 
Arthur Pond and Charles Knapton in their imitations 0 fC harl es 
drawings from the Richardson and other collections (1734-35). Knapton. 

Elisha Kirk all had used the combination with mezzotint Elisha 
plates (in which engraved and etched lines also appear) in a series Kirka11 * 
of twelve prints issued in 1722 

In the nineteenth century the combination of copper and wood- 
blocks was applied by George Baxter in a method of printing in oil George Baxter, 
colours, for which he obtained a patent in 1835. In his use of a suc- 
cession of wood-blocks for his various tints, he was following in the 
path of J. B. Jackson and William Savage, who developed the elements 
of chiaroscuro (which seldom went beyond four tints of a single colour), 
so as to command a much larger scale of colour. Baxter’s variation 
on these predecessors, not in any sense a discovery, was the use of a 
copper or steel plate for the lines of the design, sometimes adding 
a neutral tone on the same plate by means of aquatint or stipple. 

According to his own description of the process, 2 he sometimes 
used as many as twenty blocks, and even in the simplest colour- 
prints seldom less than ten. His work, which ranges from 1834 to 
i860 (when he retired from business), covers one of the dullest 
epochs in English painting, and the artistic value of the majority of 
his reproductions is correspondingly small. 

Up to about 1849 he did a considerable amount of book illus- 
tration (e,g. for Sir N. H. Nicolas’s History of the Orders of Knight- 
hood^ 4 vols., 1841-2), but throughout his life the majority of his 
work was in separate plates, including royal portraits, views of the 
Great Exhibition, prints after the old masters, and subjects of the 
most miscellaneous order. His colour surface is always unpleasant 
and glossy, and militates against any satisfactory result. 

From about 1849 Baxter sold the license of using his patented 
process to several printers. Abraham Le Blond was among the Abraham I.e 
first to take advantage of the license, and at a later date reissued Bload ' 
impressions 3 from Baxter’s original plates and blocks, which he had 
acquired about 1868A He seems, however, to have profited little 
from the venture, and his stock was sold in 1888 to Mr. Mockler/’ and 
subsequently dispersed by public auction in Birmingham in 1896. 


1 See Chap. VII. p. 202 ; Chap. VIII. pp. 248-9. 

2 See Baxter’s Pictorial Album or Cabinet of Paintings, 183 7. 

3 For the most part with the original signature erased. 

4 From Vincent Brooks, the printer, who was in possession of most of the stock 
between i860 and 1868. George Baxter, jun , who worked with Brooks, retained 
some of the plates, and issued impressions on his own account. 

5 Who made a systematic study of the plates and blocks, issued a folio of prints 
in black from the plates, and in 1895 helped in founding the Baxter Society, which 
just lived to publish three monthly numbers of a journal. 
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CHAPTER X 


MODERN ETCHING 


The eighteenth 
century a 
barren period 
in original 
etching. 


The revival. 


Delacroix. 


For the century and a half that followed the death of Rembrandt, 
the art of original etching was little practised and less understood. 
Italy, whose best etching was produced in the eighteenth century, 
affords the one brilliant exception ; elsewhere etchers, who worked 
in a spirit suited to the medium, stand in noteworthy isolation. By 
far the greatest bulk of etching during this period was produced in a 
dry graver-like manner, even when it was not actually combined on 
the same plate with graver work, a practice which had become the 
conventional method of the line-engraver from the middle of the 
eighteenth century. Then at the beginning of the last century, 
just at the time when line-engraving in reproductive work reached 
a subtle finesse of technique which almost concealed the use of 
line , 1 came a reaction in favour of a freer handling, and a revival of 
original etching along the path of the best tradition ; a revival 
which has added to the art not a few elements which the older 
etchers had barely realised. 

Some of the etchers noted in the eighth chapter may have 
considerably contributed towards this revival (e.g. Turner, Crome, 
and Geddes), but they were isolated examples who left no real 
following in this direction. The most notable part in originating 
the new movement was undoubtedly played by the French landscape 
etchers, whose work commenced in the third and fourth decades of 
the century, w r hile its perfection is due even more notably and 
directly to a few British and American artists, such as Haden and 
Whistler, whose work received its first impulse from etchers of the 
French school. 

Two artists of the earlier part of the nineteenth century, who as 
painters and draughtsmen are among the pioneers of modern art, 
Delacroix and Decamps, do not hold a place of at all comparable 
importance in their few etchings. 

Eugene Delacroix is the greatest of modern historical painters, 
the realist whose whole work was an assault on classicism, a citadel 
whose storming would have been easier, had not David found an 
1 Eg. m the Turner school of engravers. 
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even greater successor in Ingres. His etchings, opening about 1814 
with a sheet of studies with a p 7 'ofile of Napoleon , and numbering 
about twenty in all, are for the most part hasty studies (chiefly of 
figure subjects), lightly etched after the manner of pen drawing. 

Most modern and convincing is the sketch of a Nude Woman seen 
from the back (about 1833 ; Robaut 463), while his unfinished plate 
of a Blacksmith (R. 459) is an excellent example of his work in 
aquatint. Delacroix’s etched work is scanty in amount and slight 
in character, but it never belies the energy of passion which makes 
his smallest work a living force. 

Alexandre Gabriel Decamps left about as many plates as Decamps. 
Delacroix, and from the technical point of view they are of the 
greater importance. There is still much of the pen draughtsman in 
his style of etching, e.g. in the Girl playing a Hurdy-Gurdy , said to 
be after a sketch by Jamar (Moreau 7), but other studies of a similar 
nature, like the Old Beggar Woman (M. 10), in which the etching 
has been strengthened by roulette and dry-point, show that he had 
realised the quality of true etching 

He excelled in depicting animals and genre, but he also left 
several quite excellent landscape plates, some being etched in soft- 
ground (e.g. Environs de Smyrne, M. 1 2). Both Decamps and 
Delacroix did more work in the then new and popular process of 
lithography than on copper. 

One of the earliest of the landscape painters in France to Theodore 
produce etchings with a true appreciation of the value of line and Roseau, 
economy of method was Theodore Rousseau. To some extent 
he stands in a similar position to Crome, the advance made consisting 
in a return to the spirit of the old Dutch etchers, and, like Crome’s 
work, his four etchings of forest landscape (which date between 
1836 and 1861) are quite in Ruysdael’s manner. With Ruysdael 
and Crome, too, he is a classic in the representation of the gnarled 
strength of the oak. 

He was among the first of the group of landscape painters (the The Barbizon 
school of “1830 ”) who made Barbizon, a little village on the verge scll0 °k 
of the forest of Fontainebleau, the centre of their work. It was 
from this school that the best landscape etching of the time 
emanated, Jacque, Daubigny, and Millet accomplishing most in this 
direction. 

Like so many artists of the time, Theodore Rousseau was a 
painter who did a few etchings rather than the professional etcher : 
only, in his case, the few plates produced count for much. First of 
the school to devote himself pre-eminently to etching was Charles Charles 
Jacque. In fact, he began his artistic career as a vignettiste, doing Jacque. 
much careful work in the late ’thirties, which scarcely betrays the 
power that was to come. His original etchings did not begin to 
appear until about 1841, and from that time, for several decades, in 
Paris, and at intervals at Barbizon, he continued a prolific activity. 
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It was perhaps his early training in vignette that suggested to him 
the use of roulette work, which he frequently combines with the 
etched line to attain tone, e.g. in the Cow-herd (G. 94), and La 
bonne Compagnie (G. 120). The latter plate and many others 
show how’ much his feeling was in harmony with that of the early 
Dutch etchers of genre such as Ostade, w’hom he frequently copied 
in his youth. Imbued with the w’ide sympathy for all types of peasant 
life which characterises the school, he stands apart from the rest as 
the special devotee of the swine-herd, a subject which he repeated 
again and again (e.g. G. 153, Fig. 104). At his best — and the 
necessities of doing hack-work often show’ him at something much 



Fig 104. — Charles Jacque The Swine-herd. 


Daubigny. 


J. F. Millet. 


] ow er Tacque is among the great etchers in the significance of 

his expression as a linealist. 

Among the other etchers of the school C. F. Daubigny is 
most akin to Jacque in the character of his work, but it is only 
in a few’ of his best plates that he commands an equal strength of 
line (e.%. certain examples in the Cahier dEaux-fortes , published 
in 1851). He etched at various times between 1838 and 1874. 

Far less prolific as an etcher than either Jacque or Daubigny, 
but in some respects the noblest representative of the best elements 
of the Barbizon school, is Jean Francois Millet. He only left 
tw’enty plates, and some half-dozen of the earliest of these are the 
slightest of studies, but the rest are the creations of a conscious 
power, which places them on a level with his paintings as perfect 
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expressions of his genius. Like his paintings they are studies 
of peasant life, full of sympathy for the great elemental forces in 
nature and life, and pervaded with the sense of power and mystery 
behind the relation between man and the soil, which encircles the 
humblest toil with a halo of dignity and romance. His earliest 
etchings, studies in which the roulette plays considerable part. 



Fig. 105. — J. F. Millet. Woman sewing. 


undoubtedly owe their inspiration to Jacque, in whose company 
Millet left Paris for Barbizon in 1849. Then in the same year 
to which these first essays belong (1855), follow two or three plates 
of remarkable completeness as works of art (e.g. the Woman 
churning (Delteil 10, Leb. 11) and the Woman sewing (Leb. 10, 
De. 9, Fig. 105). In both strong line-work suffices to realise a fine 
treatment of light and shade, a problem which is still further 
developed in the Two If omen sewing by Candlelight (De. 14). In 
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his last etchings (and these fall less than ten years after his first 
attempts) there is a greater breadth of handling and little thought 
for chiaroscuro, the Shepherdess knitting of 1862 (De. 18), where so 
much more care is given to the quality of the line than in the 
earlier plates, being followed in 1863 by one of the strongest of all, 
the Peasants going to Work (De. 19). 

Camille Corot, the other great individual genius of the 
Barbizon school (if we may include in the group one who never 
worked at all consecutively in the centre of Fontainebleau), also 
produced some fifteen etchings (between 1845 an <i 1871). They 
have all the light shimmering quality of tone seen in his paintings, 
but as etchings are perhaps of less importance than interest as the 
occasional studies of a great painter. Similar in appearance to his 
etchings are the glass-prints to which allusion has been made in the 
Introduction. 1 The confusion is more easy in the case of Corot 
than of others of the school who produced works of this type (e.g 
Millet and Daubigny) on account of the generally delicate character 
of his etched line. 

In strong contrast to the light studies of Corot stands the work 
of Paul Huet, one of the earliest of the modern French landscape 
painters. Some of his best plates were published in 1835, but 
though strikingly good, they are rather on the older lines, eminently 
in the finished painters manner, and possess few of the broader 
characteristics which helped most towards the revival of the art of 
etching. 

The discussion of the French masters of landscape and peasant 
life leads by a natural chain of connexion to the work of an etcher 
who lived so long in England, and exerted so wide an influence 
on English art, that he almost seemed to belong to the English 
school. 

Alphonse Legros, born at Dijon in 1837, disciplined in the 
humbler paths of a house painter, but of such brilliant promise as 
to be entrusted at the age of fourteen with the fresco decoration of 
a church at Lyons, commenced his real study of art at the Ecole 
des Beaux-Arts in Paris in 1851. His first etchings appeared in 
1857, i.e. in the year before Whistlers public debut as an 
etcher, and at once announced the presence of a remarkable talent. 
There is Millet here, with his broad human touch, but it is the 
spirit of the Barbizon etcher enriched with an even deeper insight 
into the great factors of life and death and with an added forceful- 
ness of presentation. 

Several of Legros’ earliest etchings are pictures of Spanish life 
(e.g. Les Chantres Espagnols , M. T. 59), and were the offspring of 
a visit to Spain about i860, the first of many to follow. One 
element at least in the modern art of Spain he assimilated, the 
tendency towards the grotesque. If Goya in particular is the type 

1 See p. 8. 
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of this worship of the grotesque in form, we must not forget that it 
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initiated the spirit, which has found so many adherents among the 



Fig. 107. — Alphonse Legros. Portrait of Auguste Rodin. 


greatest of modern etchers. Among the noblest examples of his 
power as an etcher of peasant life and of the life of the poor in 
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general — and he is greater here than in pure landscape — may be 
mentioned the Death of the Vagabond, , and various plates repre- 
senting woodcutters, notably the two allegories of Death and the 
Woodcutter . Nor is Legros less important in the sphere of portrait * 
the revival of the noble simplicity of Van Dyck’s ideal is more the 
merit of Legros than of any other. The Auguste Delatre (the printer- 
etcher), the Cardinal Manning, and the profile head of Auguste 
Rodin (Fig. 107) are magnificent examples taken from various 
periods. From 1866 till his death in 1911 Legros had been settled 
in London, first as master of engraving at South Kensington, then 
from 1876 to 1894 in the Slade Professorship at University College, 
a position in which his influence was incalculable. It is sufficient 
to mention pupils like William Strang and Sir Charles Holroyd, to 
whose work we shall recur later in this chapter. 

If Barbizon was the centre of the revival, Paris formed the Meryon. 
inspiration of the work of the greatest of French etchers, Charles 
Meryon. Sadly handicapped in life by the circumstances of his 
birth — he was the son of an English doctor and a French dancing- 
girl — his youth was by no means one of poverty, but set in sur- 
roundings which must have left the scars on an over-sensitive nature 
which helped to bring him to the mad-house at Charenton, where he 
died ill 1868. An opening was found for him in the Navy, but he 
soon left the service to devote himself to art in Paris. His master 
was Eugene Blery, 1 a landscape etcher quite of the older school of 
Boissieu, and Meryon could hardly have found here any of the 
formative influences on his style. From the dedication of the 
published set of Paris etchings (Delteil 17-40) to Reynier Zeeman, 

“ painter of sailors,” at least one of the forces that directed the 
character of his work is clear. 

Meryon’s plates of the sea and ships, etched between 1850 and 
1866 (De. 63-74), are taken from early and amateurish drawings made 
during his voyage to New Zealand (which happened about 1842-46), 
and are quite unimportant, except as a biographical record ; but it 
was not here alone that the Dutch etcher of marines could inspire. 
Zeeman’s views of Amsterdam and Paris (of which one is repro- 
duced, Fig. 75) 2 are among the most charming etchings of archi- 
tecture that exist, and definitely prepared the way for the most 
remarkable of all of their type, those of Meryon. The Eaux-fortes 
sur Paris were issued in three livraisons between 1852 and 1854, 
some two years after he had left Blery’s studio, and most of his best 
plates of Paris, not included in this set, fall within the next two or 
three years. From 1858 the signs of the affliction which attacked 
him were already present, and the curious vagaries of imagination 
which disfigure certain states of some of his etchings (eg. the 

1 Meryon is know n to have etched a portrait of his master, but an impression is 
still to be found. 

2 Four of Zeeman’s plates of the same order were copied by Meryon, De. 9-12. 
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Tourelle , Rue de / E cole de Medecine , De. 41, and Le Pont an 
Change , De. 34) may here find their natural explanation. In his 



Fig. 108. — Charles Meiyon Rue des Xoiles, Bourges. 

life he was haunted by suspicions even of his few friends, and the 
same spirit is embodied in his plates, where stone walls seem 
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peopled with lurking eyes. His style, where the line has the 
highest measure of decision and strength, often tends less to a realistic 
interpretation of nature than to a decorative convention, which is well 
exemplified in the Rue des Toiles , Bourges (De. 55, Fig. 108). In 
his finest work, however, the merely decorative element is less pro- 
minent, from the forceful simplicity of the Rue des Mauvais Garcons 
(De. 27) to the magnificently elaborated plate DAbside de Notre 
Dame (De. 38). Perhaps both of these extremes yield in quality 
to plates like the St Etienne du Mont (De. 30) and La Morgue 
(De. 36), where the powerful contrast of light and shade, which is 
characteristic of his work, is combined with his incisive draughts- 
manship at its best. 

A host of artists followed Meryon in etching view’s of Paris, and The etchers 
happily by 1S70 his plates as well as theirs were sought after more uf Panb * 
for their worth as etchings than as views, for as such Meryon’s work 
had sold during his lifetime, and for the veriest pittance of a price. 

Maxime Lalanne, an artist of considerable talent, who did Lalanne. 
all that could be attained by technical ability and a good deal more, 
was among the foremost of the group. His contemporary Martial Martial. 
(Adolphe Martial Potemont) is a poorer artist but no less prolific 
as an etcher. The extreme popularity of etching in the ’sixties and 
early ’seventies was beginning to yield its fruit, both good and bad. 

Among other publishers, A. Capart 1 did most to bring third-rate Cadart's 
work to the fore in the publications of the Societe des Aqua-fort istes publications . 

* ^ Soci£t£ des 

(1862-67), in L Il/ustration Nome lie (1S68-73), and in numerous \qua-fortistes 
sets of etchings illustrating Paris at the time of the Siege and Com- L illustration 
mune (Lalanne and Martial being the best producers of the latter). Nouveiie. 
Still, it must be remembered that as well as hack-work, he pub- 
lished much of the greatest engraving of the time, and his deserts 
are considerable in another direction, i.e. in giving an impulse to 
the younger art in America by founding the “ French Etching Club ” 
in New York in 1866. 

Amid all this demand for etched work, a great part was played by The printer 
the printer-etcher, Auguste Deiatre , 2 who for over half a century 
held a place of honour in his field only rivalled by his English De j} u ^ 
contemporary, Frederick. Gou doing. The etcher will, of course, Frederick ‘ 
generally take many of his early proofs himself, and it goes without Gouldm S- 
saying that the opportunities afforded in the printing to obtain variety 
in the rendering of light and shade will be used by him with greater 
freedom than by the intermediary w T ho dare not put too personal a 
touch into his craft. Nevertheless in plates where the line is the 
sole and absolute expression of the artist, and it is such w’ork which 

1 I have only seen one plate etched bv Cadart, and that a poor performance. 

2 He pulled a very large proportion of the impression* of plates by Jacque. Corot, 

Millet, Daubigny, Meryon, and Bracquemond, as well as numerous prints of Whistler. 

Haden, Rops, and, in fact, of most of the distinguished etchers of the centuiy. His 
son, Eugene Deiatre, now continues at his fathers pi ess, making a speciality of the 
etching and printing of colour impressions. 

Y 
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in its inevitableness stands most on its own merits (e.g. the latest 
plates of Whistler), the etcher can hardly attain results to equal those 
of the professional printer. 

Quite apart from the other etchers of the period stand Jules 
Jacquemart and Felix Bracquemond, many of whose prints have 
appeared in Cadart’s publications and in periodicals like the Gazette 
des Beaux- Arts. Their work is for the most part an attempt at pro- 
ducing, in one direction or another, surface texture, a problem which 
is really more fitted to the genius of line-engraving. As virtuosi of 
the most delicate etching they have remained almost unrivalled, and 
few etchers have trodden the same road if it be not the brothers 
Edward and Maurice Detmold, who have produced a few plates 
(chiefly of birds, etc.) of the most astonishingly fine texture and of 
real decorative beauty. Jacquemart, who was the greater virtuoso of 
the earlier pair, devoted himself chiefly to the reproduction of works 
of decorative art, such as vases and gems (e.g. for the Louvre, 1865), 
but he also left a good many plates of flowers and animals. The 
latter field is Bracquemond’s special glory ; but beside his etchings 
of animals, he did some landscapes somewhat in the light spirit of 
Corot, and, like Jacquemart, did a great deal of reproductive work. 

Born the year after Meryon, Marcellix Desboutin is one of 
the most gifted artists in dry-point that France has produced. His 
work is almost entirely confined to portrait, and, with sitters like 
Zola, Manet , Lepic , Edmond de Goncourt , Jules Clare tie, forms a 
notable gallery of literary and artistic celebrities throughout the 
second half of the nineteenth century. 

It is hardly to be expected that the Impressionists with their 
central aim, the realistic rendering of contrasts of colour in the 
higher gamut and the momentary play of reflected light, would find 
in etching a medium that would preserve the essential character of 
their art. Camille Pissarro succeeded, however, in expressing a 
wonderful atmosphere in his little-known plates. 1 His line- work 
is as thin and sinuous as Corots, and in his combinations of grey 
and darker tints, which form a large factor in his scheme, he relies 
considerably on stopping out and second biting. He made liberal 
use of aquatint, no doubt finding in its regular open grain a certain 
kinship with the “ divisionism,” or “ pointillism,” by which a certain 
vibrative quality is achieved in the rendering of light and atmosphere. 
He always aimed at the production of a plate whose tone should 
be entirely expressed in the bitten work, leaving the smallest margin 
for variation in the printing. In his few colour etchings, which 
are among the best that have been done of their kind, "a similar 
feeling no doubt led him to choose the more certain method of 

1 They are now (1922) better known than when the above was written. A 
limited edition of ten of his plates was made in 1907 at the time of an exhibition at 
Durand Ruel's in Pans. In 1920 another limited edition of a further selection of 
ten plates was issued by the Leicester Galleries m connexion with a memorial ex- 
hibition of bis works. 
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using several plates rather than print from one plate a la poupee. 

Most of his etched work, which includes about 114 plates, was pro- 
duced subsequent to 1879, his earliest plate dating in 1864. 

Degas is another of the impressionists who produced occasional Degas, 
etchings, but their value in relation to his other artistic production is less 
than in the case of Pissarro. The two artists worked together in their 
first essays, getting technical advice from Bracquemond, and generally 
enjoying doing exactly what the experienced etcher disad vised. 

Edouard Manet is on the border-line of the same school, but Manet, 
he is more accurately described as Realist than Impressionist. 

In his etchings he is for the most part the grotesque linealist, 
inspired of Goya. A certain aberration of undeniable genius is 
seen in his plates with even less alloy than in his paintings, where 
his mastery of colour induces one to overlook perverseness of 
draughtsmanship. Some of Manet’s plates (about fifty in all) date 
as early as 1861, but none was published before 1874 (when a set 
of nine appeared), and no comprehensive issue of any considerable 
number had been made until recently. 1 

Among French etchers of the last quarter of the nineteenth Contemporary 
and early twentieth century, several distinguished names might be trenchetchers ' 
noted : J. L. Forain, the prolific caricaturist, for a wonderful series 
of etchings, chiefly subjects drawn from the. Bible and Courts of 
Law, done for the most part between 1908 and 1910, unrivalled 
since the time of Rembrandt for their sympathy with humanity ; 

A. T. Steinlen, another kindred spirit, steeped in the life of Paris, 
and equally successful in his landscapes : Albert Besnard for his 
splendid portraits in the manner adopted by Anders Zorn ; Leon 
Lhermitte for his realistic studies of peasant life ; Auguste 
Lkpere and Eugene Bejot, like Lalanne, for etchings of Paris ; 

Edgar Chahine (an Armenian by birth) for his broad studies of 
the Paris masses ; and Paul Helleu for his brilliant but empty 
plates (produced with the diamond point) of fashionably dressed 
ladies ; while to recur to the Olympians one can hardly omit the 
famous name of the sculptor, Auguste Rodin, who produced a few 
dry-points in the same swift cursive style as his pen drawings. 

From France also come most of the recent essays in etching Colour- 
printed in colour, an art as capricious and uncertain in its results as etchings, 
it is dubious in its convention. Richard Ran ft of Geneva, 

Henri Guerard, P. G. Jeanniot, Louis Legrand, Camille 
Pissarro, J. F. Raffaelli, Charles Cottet, Alfred Muller, 

Manuel Robbe, and Allan Osterlind (of Stockholm) are a few 
of the etchers who have attempted most in this field. Ranft and 
Jeanniot represent two methods, the former printing from one plate 
only, the latter frequently using seveial [dates for the various colours 
required. The second method, given the knowledge of the required 
colour for each plate, is a much more absolute and less variable 

1 Thirty plates published by A. Strulin, Paris, 1905. 
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process, and far the sounder, unless the etcher is content to be the 
painter of each plate and reprint of each impression. 

Raffaelli’s work is distinct from that of most of the other colour- 
ctchers, in the avoidance of aquatint and the tone processes ; he 
keeps almost entirely to line, whether in dry-point or etching. 

We leave the French etchers only to return to French soil as 
the fir^t real centre of inspiration to two of the master etchers of the 
century. 

The former of these, James Abbott McNeill Whistler, is the 
greatest personality in the history of modern etching. Born in the 
United States, studying and working in Paris and Holland, living 
for the most part in London, Whistler, with all his cosmopolitanism, 
remained in sentiment a true American, fostering the ego, as every 
genius should, but to an extent which seems not infrequently to have 
overlooked the claims and conditions of society and friendship. It 
is fitting that from the New World should come almost all the 
essentially new elements which modern etching has added to the old 
traditions. 

Whistler, the son of a major in the American Army, was born at 
Lowell, Massachusetts, in 1834, and educated at the Military 
Academy, West Point College, in view of following his father’s 
profession. For a few years he was in the Government service, 
and while working for the Coast Survey Department (1854-55) did 
the two plates whose subsidiary marginal sketches, which, of course, 
he was going to erase, so shocked his superiors that the unfinished 
plates were confiscated, and the resignation, which he must have 
desired, facilitated. 

Two years in Paris, under the painter Gleyre, transformed the 
rebellious young amateur into a master, who at once took a place 
among the soundest etchers of the time, though he did not at this 
early period disclose the individual characteristics which place him 
so apart even among the greater etchers. 

His first published series of thiiteen plates (the “French set r ) 
were printed by Auguste Delatre in 1S5S. In the frontispiece, 
which represents Whistler seated sketching surrounded by a ring of 
street children, we have a token of the sympathy for young life 
which lasted throughout all his work. If in comparison with a 
master like Rembrandt, Whistler seems cold and cynical, here at 
least he had a fund of genial warmth. 

Of the “French set,” the Mere Gerard (W. 9) is a good 
example of the close and delicately elaborated shading which he used 
in his beginnings. The architectural subjects of the same series, in 
particular the Lire r dim (W. 4), with its continuation of Mervon’s 
ideal, and the Street at Save me : a nocturne (W. 11), are mag- 
nificently simple studies of light and shade. 

Recent etchers (eg. D. Y. Cameron) have been far more inclined 
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to follow him in this phase than in the inimitable development of 
his later life. 

The Annie seated (W. 24) is another typical little study of the 
early period; it is astonishing how near it comes in its technical 
character to some of Jacque’s work (in particular to Jacque’s portrait 
of his little daughter, G. 155). 

Besides the “ French set,' 5 there are three other series which act 
as landmarks in his development: the “Thames set” (16 etchings, 
issued 1871), the “Venice set 57 (12 etchings, Fine Art Society, 
1880), and the “Twenty-six Etchings 77 (Messrs. Dowdeswell, 18S6). 

The etchings of the “ Thames set, 77 done at various times 
between 1859 (when Whistler settled in Chelsea) and 187 t, show 
Whistler still working along the lines on which Meryon had achieved 
so much, with a mastery of his medium and a decision of draughts- 
manship which are unimpeachable. 

The real advance, however, in this period is seen m his dry- 
points : in portraits such as the Annie Haden and the Axenjeld 
(both of i860), the Ley land (W. 93), and in a subject plate like the 
Forge (W. 63), a wonderful study of reflected light. In his figuie 
studies, e.g. The Boy (W. 109), Jlearv (W. 83), and the Model 
resting (\V. 87), where a few summary lines suffice to present the 
essential movement of the covered form, Whistler is already mastering 
the art of omission. Economy of means, and absolute adaptation of 
these means to the size of his plates, were becoming more and more his 
ideals. Theline-workof his later etchings has been regarded as scratchy 
and thin, 1 and in certain instances (e.g. in the Turkeys, W. 165, from 
the “Twenty-six, 77 Fig. 109) one may remark a certain lack of con- 
centration and significant emphasis. W histler has, in fact, very 
little of the peculiar force of Rembrandt which fixes the attention 
to one predominant emotional element. His genius had little to do 
with humanity : it expressed itself far more in figure and design in 
its relation to schemes of tone and colour. If he had predecessors, 
it is rather in the Tiepoli and those masters of the Rococo, who 
played mostly in the higher keys, and constantly avoided the strong 
contrasts which disturb a delightful equanimity with their emphatic 
demands. Xo etcher has ever known better than W histler what 
can be achieved by the unfilled space. He was immovably con- 
vinced in his opinion that only the etcher himself can print his own 
plate well, and in his wonderful manipulation of the ink on the 
surface and in his careful choice of old paper (for which he made 

1 For an entertaining selection of contemporary cnticiMii on the * ‘Venice ’* 
etchings, see the famous little exhibition catalogue of 1883 {Etchings and Dry-Points. 

J ’en ice : second series. 51 Nos ), which included, beside miscellaneous plates, both the 
Fine Ait Society’s set and the “Twenty-six etchings” published by Messrs Dowdes- 
wcll three years later. To understand Whistler's own attitude, much enlightenment 
and no little entertainment mav be gleaned from the master's occasional writings | such 
as the lecture ' * Ten o’Clock ” I, which were collected in the volume entitled The Gentle 
Art of making Enemies, in 1890. 
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In dry-points of the middle period like the Price's Catidle Works 
(\V. 124) and Battersea : Daw?i (W. 125) Whistler has all but 
realised his most individual expression, but he does not absolutely 
come into his own, if we may so put it, until the etchings of the 
‘‘Venice set” and the “Twenty- six.” Reversing the order of de- 
velopment as seen in Rembrandt, he recurs in this last phase to the 
pure etching of his early work, divesting his design of all the detail 
whose character was a mere continuation of the achievement of 
Jacque or Mery on. Plates like the Maine , Loches (W. 259), Zaandam 
(VV. 268), and those of the Naval Review series of 1887 (W. 237- 
245) are wonderful examples of his latest manner. Surface tone 
given by the printing seems to be falling somewhat out of account, 
and the nearer the end, the less did the master seem to depend on 
anything beyond the pure etched line. 

Senior to Whistler by some sixteen years and his predecessor in Seymour 
the practice of etching by more than a decade, Sir Francis Seymour Haden. 
Haden, the first President of the Society of Painter-Etchers, is, 
beside Legros, the most notable representative of the art in the 
nineteenth century. A doctor, distinguished in his profession, his 
devotion to the practice of art was of necessity intermittent, but the 
character of his work, as accomplished in technique as it is sound 
in style, never betrayed the amateur’s limitations. A great collector 
and connoisseur of Rembrandt’s etchings, the pioneer of modern 
criticism of that master’s work, he stands as an etcher of landscape 
for the continuation of old ideals, for soundness of style, rather than 
for any striking individuality of manner or method. 

He studied medicine for some time at the Sorbonne in Paris, 
and at the time when Jacque was producing his earliest plates. It 
may well have been this etcher who inspired him to the first efforts 
which were made on journeyings in Italy in 1843-44. Impressions 
from these plates are as rare as they are unimportant, and they only 
give him a nominal priority to Whistler as an etcher. PI is real work 
did not start till about 1858-59, when the young Whistler — his 
brother-in-law — was already the really inspiring force. 

France, in the person of M. Philippe Burty, was the first to 
recognise his power, and it was in Paris 1 that his etchings were 
first published. Almost all his plates are of landscape, and in pure 
etching or dry-point. The greater part of his etched work was done 
before 1880, but after that date he produced a considerable number of 
mezzotints, combined sometimes with the etched line, which surpass 
almost anything done in the medium during the century, unless it 
be work by David Lucas and Frank Short. 

He uses line forcibly, but fully : attempting more than Whistler 
in the positive expression of aerial problems, and continuing in the 
lineal method for which Rembrandt’s Three Trees is a starting-point. 

1 Etudes a f Eau -forte. Printed by Delatre, Paris, 1865-66 (25 etchings, exclusive 
of head- and tail-pieces, with text by P. Burty). 
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Out of my Study Window (1859) is one of the noblest of all 
achievements in the treatment of cloud in pure line, while the 
Shepperton (1864), which is reproduced (Fig. no), is a typical 
example of his simple manner of rendering nature, with one 
thoroughly characteristic note in the play of shadow on the water, 
showing the magical effect of his line with all its apparent uncon- 
sciousness of aim. 



Fig. no —Sir Francis Seymour Haden Shepperton. 


S j r j q Much less prolific, and much more of an amateur in the inequality 

Robmson. of his work, Sir John Charles Robinson etched a few plates 
(such as the Nine-Barrow Down and Newton Manor) which in their 
successful treatment of atmospheric themes stand nearer to Haden’s 
achievement than almost anything of the century. 

There are few great English etchers belonging to the same 
generation as Haden and Robinson. The eariy Victorian cari- 
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caturists, Cruikshank, Leech, and Keene, stand apart from the 
modem school of etching (if we except a few of Keene’s plates), and 
have found a more congenial setting in a previous chapter. 1 

The formation of the “Etching Club” and of the “ Junior The Etching 
Etching Club ” in the early years of the last reign showed the clubs * 
beginning of a certain revival of interest in the art, but scarcely any 
of their publications (which included various illustrated works as 
well as sets of etchings, between the years 1S41 and 1879) reveal 
anything of the true revival of etching. There were Richard 
Redgrave, T. C. Horsley, and C. W. Cope with their subjects, an 
occasional Miliais and Keene, the modest landscape of Thomas 
Creswick in abundance ; but except for one or two plates by 
Haden (e.g. Etching Club, 1865) and two rather poor Whistlers 
(W. 68, 69, Modern English Poets , Junior Etching Club, 1862), 
nothing was published but works of little interest. 

Such publications as the Etcher (5 vols. 1879-83) and English 
Etchings (1881-91) have crossed the threshold of modern etching, 
but on the whole they show a much lower level than the similar 
enterprises of Cadart in Paris. 

Two artists of the period of transition who call for individual 
notice are Samuel Palmer (1805-81) and Edwin Edwards. 

As an etcher of landscape, the former is an artist of no great Samuel 
power, but his romantic idealism not unworthily carried on the Palmer, 
sentiment which inspired much of Blake and all of Calvert. 

Like Palmer, Edwards betrays a lack of significance and con- Kdwm 
centrated emphasis in his compositions, the line work being generally Edwards 
confused with overmuch meaningless cross-hatching. Nevertheless, 
his landscapes possess sincerity of expression, a quality by no means 
too common in the third quarter of the nineteenth century. 

In my first edition I spoke of the dangers of personal feeling 
encroaching on criticism in writing of one’s immediate contem- 
poraries. Equally great are the dangers of prejudice and a decreas- 
ing flexibility in appreciating new ideas in estimating the work of 
artists younger than oneself. But it is just these dangers that 
render contemporary work sq good a field for the exercise of 
artistic discernment, and it is in drawings and etchings of living 
artists that the collector of modest means will always find his 
best opportunity of acquiring original wwks of permanent and 
increasing value. 

The War has made a clear land-mark in history, and I have 
taken it as a date beyond which I do not propose to extend this 
work. So that I am now only adding references to a few' etcheis 
whose prints appeared, or only came to my notice, between my first 
edition and 1914, and revising notes already written in the light of 
the twelve years that have elapsed. 

William Strang and Sir Charles Holroyd were the most 

1 See pp. 238-9. 
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powerful of the etchers trained in the school of Alphonse Legros. 
Both etched with the same strong open line, and both preserved 
the best traditions of their master. 

Strang, less handicapped by official duties, was by far the more 
prolific, having produced altogether close on seven hundred plates. 1 
His power of invention was in nowise second to Legros. If some- 
times he carried the latter’s characteristic grotesque to questionable 
limits, he never failed to strike the significant note. Perhaps his 
greatest distinction was in portrait, where the Seymour Haden (1883), 
Cosmo Monkhouse (1S92), R. L, Stevenson (1893), Thomas Hardy 
(two plates, 1893 and 1894), Rndyard Kipling (two plates, 1897 and 
1S98), and, most splendid of all, those of Frederick Goulding and 
Emery Walker , exhibited in the Academy of 1906 (the first year 
of his associateship), stand without qualification among the noblest 
classics in the whole history of etching. 

In Holroyd the rude strength of Legros and Strang appears 
mellowed by contact with Italian art. His genius has an unforced 
kinship with the full growth of the renaissance art, which he knows 
so well. Both his landscapes and his studies of genre (especially 
those illustrating the convent life at Monte Oliveto and Motite 
Subasio) are excellent, but the most individual character of his 
work shows itself in plates like those of the Icarus set, where his 
feeling for beauty and rhythm of composition is seen at its best. 

As Director of the engraving class at South Kensington, Frank 
Short represents a distinct tendency from that initiated at the 
Slade School by Legros. In the certainty of his technique he is 
perhaps unequalled, and he gives far more encouragement to the 
calmer study of processes, to the scientific calculations of strength 
and character of bitings and the like, than ever did Legros, who 
might retort that any recurrence of technical failure is nothing to 
the possible loss of freshness and spontaneity. It may be mentioned 
too that one of the disputed tenets of his school is the practice of 
steel-facing the plate, which he declares makes no appreciable 
difference to the quality of the impression. 

Excellent in pure etching and in aquatint, Frank Short holds 
a unique place at the present day for his mezzotints, to which fuller 
allusion has been made in the preceding chapter. 2 

Among Short’s many pupils, F. V. Burridge should be mentioned 
for his excellent craftsmanship, and for the influence he has exercised 
on many young etchers as a teacher at Liverpool and at the Central 
School of Arts and Crafts in London. 

In aquatint and allied processes interesting work has been pro- 
duced by \V. Lfe Haxkey. He frequently obtains his grain by 
means of pressing textiles through the ground. 

Augustus John must be mentioned for a remarkable and varied 
series of small plates — portraits, studies of the nude, and figure 

1 For his engra\ed work see pp. 212-13 3 See p. 287. 
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subjects — produced for the most part between 1901 and 1906. 

They are in a sense by-play to his work as a painter, and the medium 
is sometimes treated with too little respect and taken as a vehicle 
for a mere off-hand sketch. But when all is said as to the slightness 
of many of his plates, there remains a considerable number, especi- 
ally of the portraits, which will live among the most perfect etchings 
of the time. 

Francis Dodd is specially noteworthy for his dry-point portraits, Dodd, 
though he has also done excellent work in architectural and land- 
scape subjects. 

We have called Whistler’s latest style inimitable. It must, Theodore 
however, be confessed that Theodore Roussel, who has been Rouss ek 
settled for some thirty years in London, has produced work which 
comes very near to the same mode of expression. Frank Laixg f. Lamg. 
had caught something of the spirit in his early plates, but with 
nothing of the living reflection seen in the former. More recently 
Roussel has developed methods of his own in printing aquatint, 
etching, and dry-point in colours, and in mounting his com- 
positions within passe-partouts printed from separate plates he 
has achieved some charmingly decorative results, whether the theme 
be landscape, figure study, or flower. 1 

The most distinguished of Whistler’s followers among English Sickert, 
artists is certainly Walter Sickert. His early work was strongly 
influenced by the master, but he has developed an entirely individual 
style and has been himself the inspirer of a school. He tends too 
much to sketch on the copper without regard to the special qualities 
of the medium, but there is vitality in all his w r ork, whether it be in 
figure, landscape, or architecture. 

In dry-point Whistler’s mantle seems to have fallen in some Menpes. 
measure on Mortimer Menpes, while the earlier *■ Thames ’’ style 
has remained the inspiration for a host of etchers. 

D. Y. Cameron’s art may be traced back to this source, but it c amerou. 
possesses a quality of its own, a richness of tone in the treatment of 
architecture, which is the achievement of great power and indi- 
viduality. In his later work he has developed a more personal 
style in his dry-points of mountain and moorland scenery, of an 
austere beauty and sensitive line. 

Starting somew hat in the same direction as Camel on, Muirhead Bone. 
Bone has deservedly achieved one of the greatest names in recent 
etching. Few' drawings have been seen to equal his since the time 
of Rembrandt, and in his studies of scaffold-covered buildings in the 
breaking or the making, he has followed an individual path, and 
showm a feeling for the great harmonies of line, which is beyond 
praise. He w r orks largely in dry-point, a process in which his 
virtuosity is unrivalled. 

1 E g. f nifressions in Colour from original etchings in aqua forte .and dry-pomt , 
invented , engraved, and printed by Theodore Rous+el, London, 1900. 
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Me Bey. Another Scotch artist, whose work was first exhibited in London 

in 19 1 1, James McBey, was immediately recognised as in the first 
rank of contemporary etchers. He has a magical touch in the use 
of the needle and dry-point hardly equalled since Whistler, and a 
power of human expression superadded to his work as a landscape 
artist. 

Gethin. P. F. Gethin is another etcher of landscape and architecture 

whose few plates, done about 19 13-14, show a great sense of beauty 
and real distinction. Unhappily work of great promise was cut 
short by his early death in France in 1916. 

E. L. Griggs F. L. Griggs stands out among etchers of architecture and 
landscape for the fine precision of his etched line, and a formal 
beauty which deserves much praise. This return to the ideals of 
Hollar is a healthy antidote to much of the most recent etching 
(or rather “scratching”) on copper. 

Axel Haig. Very different in tendency to all that has been mentioned are 

the architectural plates of Axel Haig, in which the true lineal 
character of etching plays a second part to pictorial effect. In 
these days of photographic processes it must be confessed that 
much work done in this style, and by reproductive etchers who 
work on the same large scale, is a waste of powers, and a misuse of 
the special medium. 

Rrangwyn. Few would be inclined to agree with Whistler's unqualified 

condemnation of the large plate, 1 but there are few who would not 
agree with him “ that the space to be covered should always be in 
proper relation to the means used for covering it.” His succeeding 
proposition “ that in etching the means used and instrument 
employed being the finest possible point, the space to be covered 
should be small in proportion,” cannot stand in face of Rem- 
brandt’s Three Crosses , and has quite recently been answered in 
noble fashion by Frank Brangwyn and Alfred East in their 
large plates powerfully etched with a broad point in perfect relation 
to the size of their compositions. The productions of the former, 
which only date during the last few years, are remarkable. 

Though America’s tradition in engraving goes back scarcely more 
than two centuries, she has already reason to be proud of the part 
she has taken in its history. Whistler once declared in a court of 
law that he was born in St. Petersburg, but none the less America 
may justly claim him as her rightful son. If his achievement puts 
that of almost all his fellow-countrymen into the shade, it should 
not be forgotten that some twenty-six years ago (in 18S1) the 
etchings of a then young artist, Frank Duveneck, seem to have 
been taken by two well-known connoisseurs (let him who wishes look 
at V histler s Gentle Art) as the production of the master himself. 

1 See a senes of “Propositions” which was issued with the “ I’wenty-six Etch 
ings ot 1880 (reprinted m the Gentle Art of making hnemies). 
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It is scarcely a matter of wonder that with so startling a power of 
assimilation, this etcher should not have arrived much further on 
his own merits. 

Among American followers of Whistler, Joseph Pennell, who 
long worked in London, is by far the most clever craftsman, while 
R. F. Blum has followed the master’s later style with consider- 
able success. 

America’s veteran etcher is James I). Smillie. Son of the line- 
engraver James Smillie, and born in 1833, he suffered in the 
eailier part of his career the dull discipline of bank-note engraving, 
his country’s pre-eminence in that craft claiming so many of her 
artists, and gilding the pathway of drudgery. 

From the late ’sixties — to some extent peihaps owing to the 
efforts of Cadart, the Paris publisher, who in 1866 organised the 
“ French Etching Club ” in New York — original etching began to 
take a more important position in the States. A sign of the new 
interest in the art was the foundation of the “ New York Etching 
Club” (about 1877), in which Smillie was one of the principal 
movers. Since that time he has done much sound landscape work 
both in etching and mezzotint, and holds a high place among living 
etchers. 

Of the etchers of British birth who have settled in America, the 
brothers Thomas and Peter Moran are perhaps the best known ; 
but it is no mere gallantry that gives the laurels to the wife of the 
former, Mrs. M. Nimmo Moran. Her landscape work is among the 
best that America has produced, in the strength and significance of 
its line ; its special character is most nearly suggested, perhaps, by 
the work of Seymour Ha den. 

Another lady etcher, Anna Lea Merritt, whose work is well 
known in England, where much of her life has been spent, is 
worthy of note for her few portrait plates. 1 

Julian Alden W eir has done some striking and spontaneous 
dry-point studies (especially in portrait), but the irregularity of his 
work seems to disclose less opportunity of application to etching 
than one might wish for. 

Silphln Parrish has been well known for some years on both 
sides of the Atlantic for his landscapes ; but a greater name has 
been made by a Canadian artist of a younger generation, D. S. 
Maciaughlan, who studied in Boston, worked long in Paris and 
Italy, and is now settled in London, He is one of the few etchers 
of to-day whose architectural and landscape etchings are comparable 
in a sense of style with those of Cameron and Bone, betraying the 
sure touch of the artist of conviction. 
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1 E.%. one other husband, the late Henry Merritt, prefixed to his Art Lutnism 
and Romance (London, 1879), for which A. L. M. also etched numerous other 
plates. 
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One of the earliest of Dutch etchers of the last century to work 
with anything of the modern freedom and vigour, which with him 
was directly inspired by Rembrandt’s style, was Remi van Haanen. 
He was a wanderer who worked in many places — Holland, Frankfurt, 
St. Petersburg, London, finally settling in Vienna. His etchings, to a 
large extent landscapes in dry-point (dating for the most part about 
1848-50), may lack concent! ation, but they are intensely alive. 

A much greater artist, but still one who in his few etchings 
(numbering in all only about twenty-two) is something of a dilettante, 
is Jong kind. A pupil of Isabey, he passed much of his life in 
France, and in landscape painting anticipated in a certain measure 
the development of the Impressionist school. His etchings (land 
scapes and marines), slight in aim, and characterised by curious 
indecisions and vagaries of line, are none the less charming and 
effective in their light key. 

Charles Storm van ’s Gravesande holds by far the highest 
place among living Dutch etchers. He started as an amateur, but 
under the inspiration and personal guidance of Rops in Brussels 
(where he passed a considerable period of his life) he entirely gave 
up the law for etching, and since 1871 has been a prolific creator 
in the art. His line-work, whether it be in pure etching or dry-point, 
is broad and open, and his treatment of simple landscape or sea 
studies is refreshingly virile. 

The etched work of two great painters, Josef Israels and 
Match ys Maris, despite its occasional nature, cannot pass without 
mention. Israel’s few plates of peasant life, strong in line, power- 
ful in chiaroscuro, rank directly with his paintings in the expression 
of the depths of human feeling, in which he was so worthy a successor 
of Rembrandt. The etchings of Matthys Maris, who was long 
settled in London, are even less numerous. Except for a large 
print, after Millet’s Sower, Maiis’s plates were largely ideal figures 
of his own creating. His delicate etching, which often rivals the 
texture of aquatint, clothes them in the evasive and mysterious 
light which characterises his canvases. 

Some remarkably individual work has been done more recently 
by M. A. J. Bauer, who draws his subjects almost entirely from life 
in Turkey and the East There is a wonderful sweep of line and 
curve in his large white plates ; it is the spirit that Renesse might 
have developed, had he been more than the amateur he was. 

Willem Witsen and Willem i>e Zwart may be mentioned 
for their landscapes, Derkzen van Angeren for his vivid studies 
of shipping and sea, while the brilliant painter and critic, Jan Yeth, 
has done not a few excellent portraits. Pieter Dupont, who 
worked much in Paris, produced some good etchings of figure and 
landscape, but greater interest attaches to his resumption of the 
almost discarded gra\er as the medium for much of his work. 1 

1 Cf. pp. 212-13. 
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Belgium, with all her line-engravers of the mid-century, perhaps Belgium. 
because of the very predominance of that school, has until recently 
taken less part than Holland in the modern revival of etching. 

There is, however, one brilliant exception, that of Felicien Rops. Felicien Rops 
An artist of wonderful gifts, a man of avowed licentiousness of tem- 
perament, his creation, of such scathing satire, goes so far beyond 
the normal limits of delicate suggestion, that the majority of his 
work must still remain a closed book to most amateurs. The 
magical power of his draughtsmanship only makes one regret the 
more that his almost exclusive subject was this satire of the demi- 
monde of Paris and Brussels. He excels in dry-point, and is one of 
the few recent etchers who have used soft-ground etching in any 
considerable degree. 

Active encouragement was given to the art in Belgium by the late Comtesse de 
Marie, Com fesse de Flandre, who was herself an accomplished tlandre * 
etcher. In 1875 the Princess figured with Rops among the founders 
of the “Societe Internationale des Aquafortistes,” and in 1887 was one 
of the promoters of the still existing “ Societe d’ Aquafortistes Beiges.” 

Arman d Rassen fosse of Liege was, like Storm van ’s Gravesande, A.Rassenfosse. 
diverted from another career by the inspiration of Rops, and guided 
by that master in his first attempts at etching. Though he only 
commenced to etch when he was twenty-seven, he has gained dis- 
tinction for his technical mastery of the various branches of the 
craft of engraving. 

Sound landscape plates have been produced by Wytsman, by Wytsman. 
Francois Marechal of Liege, and by Albert Baertsoen of ^Lrechal. 
Ghent, while Eugene Laermans’ plates of genre are remarkable for E * L^er iii'ati 1* 
a vigorous breadth of handling, which finds its nearest counterpart 
in Kathe Kollwitz. But the most original of recent Belgian etchers 
is perhaps Jules de Bruycker, an artist revelling in subjects of J. de Bruyckei . 
fantastic invention, allegories and street scenes teeming with figures. 

In Germany and Austria the eighteenth century manner of Germany 
etching persisted longer than in England or France, and it is only AND Austria. 
within the last two decades that a real school of modern etching 
has come into being. 

Before the middle of the century Adrian Ludwig Richter a. l. Richter, 
and Moritz von Schwind, who were the chief movers in the 
formation of a truly national school of popular illustration, had 
produced some etchings, of considerable charm from their very 
simplicity of aim. But the same may be said of them as of 
Cruikshank and Keene, that they are rather stragglers from the 
eighteenth century than forerunners of the modern spirit. One of 
the most justly honoured of German graphic artists, Adolf von Adolf von 
Menzel, started his work with the same modest outlook, and was Menzel 
greatly influenced by that popular school, but in a long life he 
spanned the bridge of connexion with the essentially modern. As 
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a draughtsman, especially of figures and subjects from everyday 
life, he developed a wonderful power, but he is far better known for 
the very numerous woodcuts and lithographs after his drawings 
than for his comparatively few original etchings. 

Two artists, Carl Stauffer of Berne (or Stauffer-Bern as he is 
called) and Max Klinger, are of peculiar interest for their practice 
of combining graver work with etching, not, as frequently occurs in 
seventeenth-century etchings, for emphasising the heavier shading, 
but in order to achieve the most delicate modelling. They fol- 
lowed the path of Ferdinand Gaillard 1 in handling the graver 
almost like the dry-point for scratching the lightest lines on the 
plate, and entirely disassociated their graver work from the dull 
regularity which had been the conventional mode for so long a 
period. It cannot be said that in either case the result is altogether 
satisfactory. When the close shading is carried to its utmost 
limits, lines lose their meaning, and the same effect might be gained 
more fittingly by aquatint. Happily, Klinger realised this fact, 
and some of his finest work is in the combination of a delicate 
etched outline, which is allowed its perfect play, with an aquatint 
ground. Klinger's work, which consists of many series of large 
allegorical and illustrative works (e.g. Rettungai Ovidischer Offer, 
Eva und die Zukunft , Vom Tode , Brahms-phantasie), must always 
possess interest as the philosophy of a powerful thinker, even if his 
technical means do not find favour. 

Stauffer’s best work is certainly seen in a few plates (more 
particularly portraits 2 .) handled in a broader manner than his wont, 
which may be less individual examples of his style, but are never- 
theless truer in convention. It is noteworthy that both Stauffer 
and Klmger should have turned latterly more to sculpture. The 
former unhappily died in the beginning of his achievement in this 
field : the latter has earned a name second only to that of Rodin, 
and by his attempt in polychrome sculpture has stepped boldly 
into the keenest fire of criticism. 

In the van of the sound conventions of modern landscape 
etching in Germany stand Peter Halm and Carl Theodor 
Meyer (or Meyer- Basel, as he is called from his birthplace). 

The former, following in the path of his master, J. L. Raap» of 
Munich, and of William Unger of Vienna, has also been prolific 
in reproduction, while decorative subjects of various types (e.g. 
book-plates) have occupied him as well as portrait and original 
landscape etching. The large increase of public interest taken in 
the art is evidenced by the three “Yereine fur Original-Radierung,” in 
Berlin, Munich, and Karlsruhe, which have issued yearly portfolios, 
containing much excellent work, since 1886, 1892, and 1894 
respectively. 

1 Cf. p. 212. 

2 E.g. Menzel (2 plates, 1S85), P. Halm and G. Frey tag (1887). 
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Of the younger generation, Otto Fischkr has most ably Otto Fischer, 
carried forward the aims of Meyer-Basel, and his art evinces a 
strength of style which places him almost at the head of modern ubbelohde 
German etchers, though Otto Ubeklohde, Otto Fikextscher, Fikentscher. 
and Ingwer Paulsen are worthy rivals. Paulsen. 

One group of painter'etchers, that of Worpswede, near Bremen, The Worps- 
holds a place quite by itself as a sort of modern German Barbizon. S rou P- 
Fritz Mackensen, Otto Modersohn, Fritz Overeeck, and 
Hans am Exde are all landscape artists of genuine feeling, while 
Heinrich Vogeler follows a more decorative aim, somewhat 
influenced by Klinger, in his extremely beautiful etchings. The 
flower borders, in which Vogeler so often frames his compositions, 
show an exquisite and original feeling. 

Two other etchers deserve especial notice : Kathk Kathe 
Kollwitz for her powerful studies of the life of the people, of Kollvitz. 
astounding virility of conception and treatment; and Heinrich Heinrich 
Wolff for his remarkable understanding of the roulette, as a Wolft * 
medium of expression in his dashing portrait studies. 

Aquatint has found a most successful interpreter, almost a 
German classic, in Otto Gampert, who has produced some most Otto Gampert 
effective landscapes. Aiming as he does at imparting tonality even to 
his line-work, he frequently uses the soft-ground method of etching. 

If any of the numerous German painters who have done Max 
occasional etchings should be mentioned, it must be Max Liebermann. 
Liebermann. He has realised to the full the possibilities of 
varying grain in soft-ground etching, and has attained by this 
medium tone-pictures of remarkable individuality. 

Crossing the borders of Germany to Bohemia, a most interesting Emil Orlik. 
artist is met in the person of Emil Orlik. of Prague. The especial 
virtue which makes his style, is the appreciation of the decorative 
possibilities of simple line and curve, and of flat surfaces of colour. 

The likeness of his ideals to those of the arts of China and Japan, 
which has been developed by a recent visit to those countries and a 
serious study of their methods of engraving, makes one almost 
expect the natural expression of his art in woodcut. Nevertheless 
his achievement in aquatint and etching is almost equally remarkable. 

In Vienna excellent work, both in landscape and in dreams of R. jettmar. 
grim fantasy, is being done by Rudolf Jettmar, while Ferdinand f. Schmutzer 
Schmutzer has proved himself a most capable artist in his large and 
powerful portraits (e.g. Dr. Joachim ). 

Art in Scandinavia is still in its youth, but it can boast at least Scandinwia. 
one etcher of great individuality, Anders Zorn. A Swede by Anders Zorn, 
birth, and a student of the Academy at Stockholm, his artistic 
inspiration w^as probably found more in Paris, between which centre 
and London and America much of his time was passed. His 
initiation in the technique of etching he received from his fellow- 

z 



333 


MODERN ETCHING 


Larsson. 


Fritz Thaulow 


Russia and 
Finland. 

Sparre. 

Edelfelt. 


countryman Haig, in London, about 18S2, but no pupil could be 
more unlike his master. He practised a remarkably broad manner 
of etching, seldom shading in more than open parallel lines, and 
often leaving the outline to the imagination. Its suggestion is 
probably due to Besnard, but by constant reiteration of the same 
characteristic handling Zorn made it recognised as his own. His 
plates (including nearly 300 numbers, produced since 1882) are 
nearly all figure subjects, portraits such as the Ernest Renan (1892) 
being among the best. If his prints sometimes just fail to convince, 
it is perhaps from a certain lack of repose and concentration rising 
from irregularly placed patches of parallel shading, e.g. in the Artist, 
with a Model , in his Studio (1899). Zorn was sculptor and painter 
as well as etcher, and it may be remarked that he was among the 
few who have no compunction in lepeating the subjects of their 
pictures in their etchings. 

Carl Larsson was another Stockholm etcher who has worked 
at various periods in Paris. His etched work is somewhat in the 
natuie of a Wipepyov beside his production in water-colour, pastel, and 
oil, and less than 50 plates were produced between 1875 and 1905. 
His general tendency was toward the decorative and illustrative 
side of art, but his etchings were for the most part figure studies and 
portraits. Only a few plates date before 1888-89, when increased 
success in other directions and a renewed sojourn in Paris encouraged 
him to return to the somewhat unremunerative medium of etching. 
Then in 1895-96 he received further impulse from Axel Tali.rerg, 1 
who, as head of the school of etching in the Academy of Arts at 
Stockholm, exerted considerable influence on Swedish artists. A 
few mezzotints and soft-ground etchings, and two plates in colour, 
date about this period. 

H aig, who was born in the Isle of Gothland, has found a place 
among English etchers, for it was in England that nearly all his 
life was spent 

Of Norwegian artists we may just refer to Fritz Thaulow, who 
was long settled in Dieppe. His large coloured etchings are as well 
known as any foreign work in England to-day. Despite their 
cleverness and occasional success in effect, we must confess to a 
slight unwillingness to admit the propriety of attempting colour 
through the medium of etching on the large scale of most of 
Thaulow’s plates. 

From Russia proper we have hitherto seen nothing that could 
be acclaimed as a solid addition to European art. Finland has 
already a landscape school of its own of no little interest. The 
chief inspirer has been Count Louis Sparre, a Swede by birth, but 
naturalised a Finn, Albert Edelfelt, some years his senior, having 

1 Tallberg had resided for a considerable period in England, exhibiting at the 
Painter- Etchers between 1891 and 1895. 
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worked chiefly in Paris. x\xel Gallen is another interesting artist, Axel Gallon. 

while recently some good plates have appeared from the hand of 

HILDA FLODIN. Hilda Flodin. 

Perhaps it is the natural order of things that Italy who, if she was Italy. 
not in the van of technical development, was at least the greatest 
artistic force in the earlier part of our history, should now lag so 
painfully in the rear. As a nation of artistic sentiment, Italy is 
apparently content with her traditions, and the power of assimilating 
living ideals seems crushed by the weight of her past greatness. 
Nevertheless, she has been able to show a few etchers of delicate 
talent working in a modern spirit, such as Luca Beltrami, widely Luca Beltrami, 
known to the student of Milanese art by his numerous writings, and 
Ghiberto Borromeo, while in the path of the Impressionists, Borromeo. 
Vittore Grubicy has produced landscape etchings of considerable Grubicy. 
individuality in the treatment of effects of light. Emmanuele 
Brugnoli should be mentioned for his excellent etchings of Venice, Brugnoli. 
somewhat in the tradition of Canaletto, and for his influence on 
Italian etchers in his capacity as teacher of etching in the Institute 
of Fine Arts, Venice. Vico Vigano is another etcher who, apart vigano. 
from his plates, has done much to encourage the progress of recent 
Italian etching in the organisation of exhibitions. C. P. Agazzi Agazzi. 
and B. M. Disertori are among the most noteworthy of the younger Disertori. 
Italian etchers of landscape and architecture. 

Mariano Fortuny is the only Spanish artist of the second half Spain. 
of the last century whose etching demands attention, and even his 
plates are of the slightest in comparison with his painting. Rome was 
the centre of his activity, but the real making of his art was a \isit 
to Morocco during the Spanish-Moroccan war of i860, which he 
was officially commissioned to record in his sketch-book. The 
white brilliance of the tropical atmosphere found in Fortuny its 
natural interpreter, and on a later visit he happily continued his 
studies of a people, which formed the subject for most of his 
delicately bitten plates. 

One of the most striking representatives of the modern school, 

Pablo Picasso, is a Spaniard, but his work and influence have Picasso, 
centred more in Paris than in his native country. There are several 
large dry-point studies of figure and portrait which show him as a 
master of sensitive line. 

This short survey of recent etching may be enough to show that 
the present is by no means a period of decline, containing, as it does, 
various new factors, both in aims and in modes of expression, which 
are far from having realised their full growth. If modern artists 
still express themselves more readily in haphazard experiments and 
studies, rather than in rounded compositions, engraving and etching 
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are the fittest vehicles by which more definite thought and conviction 
in artistic principles can be regained. A great work does not mean 
a large work, much less a work of technical elaboration in engraving, 
but it inevitably implies sureness of hand, and concentration and 
clearness of purpose. In general, the nineteenth and early twentieth 
centuries have not been distinguished for these latter qualities, and 
it is only bv their presence that the occasional studies, which 
sometimes offer a more subtle attraction to the connoisseur than 
the finished work, will possess any lasting value. Engraving and 
etching have contributed far more than painting during the past 
hundred years to preserve the artist from mere anarchy, and it is 
in these fields that one looks for the expression, in which the 
unceitain streams and tendencies of modern art may crystallize 
into conviction. 
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CLASSIFIED LIST OF ENGRAVERS 


ABBREVIATIONS USED IN THE LISTS AND IN TIIE INDEX 


A. = Am ci ican. 
ab. = about, 
af. = after, 
all eg = allegorical, 
amat. = amateur, 
antiq = antiquities. 

aq. = aquatint, 
archit. = architectural. 

Br. = British. 

b. =born. 
bef. — before 

B. M. = British Museum, 
cauc = caricature, 
cf. = compare. 

class. = cl asMcal (referring largely 
to the Italian work of 
the 15U1 and 16th cen- 
turies). 

col. = printed in colours, 
contr. = contrast, 
cop = copyist (or copied . 
cr = crayon or chalk manner. 

I). — Dutch, 
d. = died. 

Da. = Danish, 
en. = lme engiaving. 
esp. —especially, 
et. = etching f which may be 
taken in many cases to 
include the practice of 
dry-point). 


F. = French. 

FI. = blemish. 

fl. =■ floruit 1 flourished). 

G. — German 

g. = genre, daih life, 
hist. — historical. 

I. = Italian. 

illustr. = book illustrat -or, -ions, 
innt. — imitator ior imitated . 
infl. = influence. 

1 . = landscape, 
mezz. — mezzotint, 
misc. = miscellaneous. 

N. = Norw egian 
orig. — original, 
orn = ornament, 
p. = portrait. 

R. = Russian. 

S. = Spanish, 
satir. = satirical. 

script, — scriptural, 
s. = subject. 

S. K. = South Kensington (Nat 
Art Librarj j. 
st. = stipple. 

Swe. = Swedish. 

Swi. = Swiss. 


THE COUNTRIES ARE GIVEN IN THE FOLLOWING ORDER:— 

1. Germany, Austria-Hungary, and German Switzerland, 

2. The Netherlands. 

3. Italy. 

4. France and French .'Switzerland. 

5. Spain and Portugal. 

6. The British Isles. 

7 Ameiica 

8. Denmark. 

9. Sweden and Norway. 

Io. Russia anti Finland. 
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GERMANY, AUSTRIA-HUNGARY, AND GERMAN SWITZERLAND. 




Lnc^ravers influenced bv the Masters in 

11 tic*. 

Medium. , Muster, Characteristic, >-r 

, Locality. 

the previous column, or whose work 
is characterised or localised by the 


remarks in the same place. 

15. I, 2 

LX Master of the Playing 

Master of 1446, Master of the 

Cards (Upper Germany . 

1 

Nuremberg Passion, Master 
of the St. John the Baptist (j; 
cal led from F. ii. 92, 49 ), Master 





of the Banderoles. Master of 
the Weibemacht, K.S. 

2 

1 Misc., Lower Germany. 

Master of the Berlin Passion, 

Master of the St. Etasmus, 
Master of the h lower Borders, 
Master of the Dutuit Mount 
of Olives, Master of the Mar- 
tyrdom of the Ten Thousand 
(under which thiee Masters 
part of the work formerly 
attrib. to Master of St. Eias- 





1 

] 


! 

1 


mus has now been divided), 
FYB ( Franz von Bocno't ?), i 


1 

I. van Meckenem, PAY. , 


I Martin Schongaucr. Lrf- 5 , B.M , B id, P.M., 


I 


I 


I 


j 

I 


15. 2, l6. I 

15 * ^ 

15 . 2, l6. I 


l6. 1 . 2 
l6. 2 


l6. I, 2 


16. 2 
l6. 2, 17. I 


l6. I 


Master ot the Amsterdam 
Cabinet. 

Bavaria and Swabia. 


Miscellaneous. 

Durer. 


The Little Masters. 


1 Virgil Solis, 
j Lower Germany. 

Copyists. 

Classical. 

Punch-EX ( )rnament, etc. 


EX, ET Ornament. 

I 

ET j 

Durer. 


A. G. ( Albrecht Clock eaten ? , 1 

b«8, I.c. 

W# 3 , b«8. 

HAY. ' Hans IVintLJnim ?■, 
lorg Syilm, ! 

Veit Stoss. M Z.{M.Zasin^> 1 ), ■ 
X. .V. Mair. j 

L% W/vH ' WolJ Ilam ///tv*?). ; 

M enzel von Olomucz. I 

L. Krug, H. Sehaufelein, L. | 
Cranach, II. Baldung, Crs i 
Graf, II. Leinberger. 

A. Altdorfer, B. and II. S. ! 
Beham,G. Pencz, I.B. {Geotg \ 
Pencz ? , G. K. Proger (orn.) f 
! II. Brosamer, F. Brun, I 

P. Gottlandt ( Poddels'tet) , A. 

Mair {also 17. 1). | 

N. Solis. A. Summer, B. J enichen., 
Telman van Wesel, II. Alde- 
grever, J. Binck. j 

II. Ladenspelder, X. Mil born. 
Melchior Meyer. ) 

J. Kellerdaller I. and II., if. 
1 ). Kellerdaller {17. 1), M 
Strobel, B. Zan, II. Bang. 
I.S., P. Flindt, F. Aspruck . 
{FI.). H. C. Laechlin. 
Ilornick, Bang, Ilensel, Mig- 
not, Saur, Birckenhultz, 
Ilailler, Wechter. | 

Crs Graf. 

! II . S. Beham. ! 

I 



346 


CLASSIFIED LIST OF ENGRAVERS 





Fn^raAers influenced by the Masters m 

3->ate. 

Medium. 

Master, Characteristic, or 
Locality. 

the previous column, or whose work 
is characterised or localised by the 



remarks in the same place. 

l6. I, 2 

FT 

A. Altdorfer (chiefly 1 >. 

E. Altdorfer ( also <?«.), A. ( 



Hirschvogel, H. S. Fauten- 
sack. 


1 6. i 


I). Ilopfer. 

H. and L. Hopfer, C.B., II. 



Vogtherr IF, H. Burgkmair 

I. and IF 


1 6. I, 2 


Nuremberg. 

V. Solis, \Y. famnitzer, T. 




Amman, L. Strauch 

l6. 2 


Switzerland. 

C. Maurer, A. Summer, D. 




Meyer [also 17. 1). 

l6. 2 

EX, ET 

Misc., orn , heraldry, 

M. Z undt ( — A /aster of the 



archit., etc. 

Kraterographie of 1551 ?; 
(orn. and topogr . ), cf I\ 
Opel (shooting festivals ) , \Y. 
Dietterlin, J, Guckeisen, H. J. 
Ebelman, Yeit Eck, G. Kram- 




mer, A. Eisenhoit (Rome, 
ant it/.), H. Sib m ache r (lace). 


EX + ET 

Immigrants from Flanders. 

F. Ilogenbcrg, T., J. I., and | 



( topogr. and misc '1. j 

J. T. de Bry ( also 17. 1 ). 1 

I 7* i 

EX 

The Sadekrs ( 77 .;, the 

P. Isselburg, Jacob v. d. Hey- 1 



Wierixes (FI,). \ 

den, P. Aubry. 

17. 1, 2 

i 

D. Custos (77. ; (Augs- 

L. , \V. , P.,and B. Kilian (7?. A’ j 


| 

burg). 

tinder French influence ), ; 
Melchior and Matthaus j 
Kiisell, G. A. and A. Wolf- 


! 

! 

gang (cf. J. G. Wolfgang, 

! 1 8. 1), C- N. Schurtz, Joachim ) 

Sandrart I. (aha et.) and II , , 




I [acob Sandrart, J. J. Sand- 1 




I rart. 1 



The de Poillvs and tht? 

J. I'alck, E. and T. Hainzel 



French portrait en- 
gravers. 

mann. 

1 



C. Mel lan. 

J. J. Thourneyser (p. and s. ). 

17. 1 


Classical. 

! M. and f, F. Greuter (tn Rome), 1 

17. 2 



T. Kruger (Italy). 


( )rnamcnt. 1 

W. II. v. Bo 111 m el (grotesque 1 


FT 


figure v* of scroll work). j 

17. 1 

Misc.. inti, by Italian 

G. Pechani, IF Weiner (af. C. ; 



school. 

Sc invar z, etc. \ A Griemcr, 

P. UfFenbach. 



Elsheimer. 

M. v. Lhjtenbroeck ( D .), C. C. 1 


, I Moeyart (D.). j 

*7* G 2 j Misc., Italian influence. • F Clem uf Venetian etchers), I 

J. H. Schonfeld {cf. Cast/- j 
J. 0 . Harms \ Roman \ 
ruins , theatre scenery), T- ! 
Cm bach {cf. Reni school ), B. I 
Zaech. J 

Italianizing Xetherlanders Cf. J. F. Ermels (Roman ruins\ 
(c.g. J. Both;. T. 1 \ Lembke, J. F. Beich ‘ 

(also l8. i). i 

Netherlandish school. M. Willman \cf Rend raiidt and 

Cadi f ion e), M. Scheits (cf 1 
j Ostade ), J. IF Roos [animals ; ; 
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Date. 


Medium. 


17. I, 2 


17 * 


et 


MEZZ 


17 . 2 , l8. I 

l8. 1,2 


l8. 2, 19. I 


18, I, 2 


EN 


ET 


Master, Characteristic, or 
Locality. 


1 Engravers influenced by the Masters in 
the previous column, or whose work 
is characterised or localised by the 
remarks in the same place. 


( Continued ). 


J. \Y, Baur (infl. by Callot 
and the Dutch school]. 

M. Merian I. 


L. von Siegen. 


Nuremberg. 

Miscellaneous. 

Augsburg. 


Working in Italy. 

G. F. Schmidt and J. G. 
\Yille. 


Landscape. 

Animals, hunting scenes, 
battles, etc. 

Misc., under foreign infl., 
imitators, etc. - 
(i.) Chiefly Italian infl. 


(ii.) Chiefly Dutch infl. 


cf. Joseph Roos , 18. 2.\ F. 
Er linger {af Rubens, Lafage , 
etc. ; also topogr . of Brabant}. 

Cf. F. Brentel [Bauds /raster), 
T- U. Franck, Matth. ami 
Melch. Kusell, cf. J. S. Kusell. 

M. Merian II., C. and M. S. 
Merian ; cf Jacob v. d 
Ileyden, cf C. Me\er [her- 
aldic), \Y. Hollar. 

Prince Rupert, T. C. v. 
Fiirstenberg, T. Thomas 
{FI.), J. F. v.* Eltz, J. J. 
Kremer {the two preceding, 
sch. of Fiirstenberg), J. 
Bickart {sch. of Fiirsten- 
berg ?), J. C Dooms {sch. oj 
Fiirstenberg ?). 

A. 1 \ Mult?, M. Dichtel, G. 
and M. Fennitzer, J. A. 
Boener {aha 18. 1). 

J. G. Bodenehr, II. II. Quiter 
(/>.), J F. Leonart {FI.), 
P. Sclienck {also 1 8. 1 ; pi. 
Amsterdam), B Block. 

G. A Wolfgang, C. Weigel, 
E. C. Ileiss. 

B. Seuter [col. ; also J/lzz. ?) 

J. J. Frey, J. Wagner. 

Cf. P. A. Kilian {eg. Dresden 
Gallery work , 1 7 53 and 1757), 
C. and II. Guttenberg 1 cf 
also French ill ust r . ), C. G. 
Schultze, J. M. Preisler {later 
in Copenhagen ), J. G. Preisler 
( Copenhagen ) , C. W. Weis- 
brod, G. Camerata (I A, 

J. M. Schmutzer, I. S. Klauber 
{from 1796 in St. Petersburg', 
cf. J. F. Bause, C. F. Stolzel, 
J.G.v. Muller, C. E. C. Hess 
{DusseldoifGallery),Q.ir.\\.Visp, 

A. Zingg, W. F. Gmelin 
{Rome, etc.). 

G. P. and J. C. Rugendas, J. F.. 
Ridinger. 


f. F. Beich ( infl. by Claude ; 
cf. J. Beth); J. A. Thiele 
( 7 . .* infl. by Belotto), M. T. 
Schmidt \ef. Castighone and 
'Fie folo) ; 

C. W. E. Dietrich [pm it. Rem- 
brandt, etcP, J. G. Traut- 
mann dm it. Rembrandts, T. 
A. B. Nothnagel [tin it. Rem- 
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| Date. 

i 

) 18. I, 2 


18. 2, 19. I 


18. 2 


18. 2, 19. 


I 

,. I Master, Characteristic, or 

Medium. | Locality 


ET 1 ( Continued 


j 


I 


| Misc. landscape. 


Idyllic landscape. 
Miscellaneous. 


Reproduction of draw ing 


I). Chodow iecki. 


I 


J Engravers influenced by the Masters in 
: the previous column, or whose work 
I is characterised or localised by the 
remaiks m the same place. 


b) ajiJt J. C. Klcngel (cf. 
t Rembrandt), T. II. Tischbein 
II., T. II. Wl Tischbein l,;c, 
s., and animals ; also 19. lb 
C. L. v. Hagedorn {/. ), F. 

E. Wei rot ter , A. Zingg 

(/. : also t'n.) , F. K obeli >/. ), 

J. I' and G. A. IKukert (/.; 
cf. J. Both P. J. Eouther- 
bourg \l. , s . , earn. : it. also 
Salvator Bosa ; ft. chiefly ' 
in London ) , Joseph Roos 
(animals ; cf J. //. Boos), 

J. II . Menken (animals, cj. 

Bt return ; also 19. 1), C. v. 
Yittinghotf (animals), W. 
Kobell (animals ; also 19. 1), 
cf J. F. Morgenstcrn (19. 1, af. 
Buy Mae l, Boos , Dietrich , etc,). 

F. A. "Brand, J. L. E. Morgen- 
stern, J. E. Zeissig, J. II. 
Meyer ( Szviss views ; if. S. 

; Gtssner), A. C. Dies (country 
near Borne 1, M. v. Molitnr, 

[. G. Schumann (also in 
London, with Byrne., J. C. 

! Reinhart (<. out t try m ar Be me . 
also animals), J. G. v Dillis 
(country mar Munich). 

S. Gessner, Iv. W. Kolhe. 

C. M. Tuscher (cod u me and 
sochty; cf. C. Ti oost •, M. 
Ocsterreich (earn . af Ghezzi 
and IntcrnarL, J. II. Tisch- 
bein I. \mythol hist.), A. F. 
Maulbertsch fi - . and g. 1, C. 

B. Rode is., cf Castiglione 
and Tiefolo A. F. Oeser 
(x. ), F. Landerer (character 
head A, II. R . Fue ssl i (class . ) , 
Angelica Kauftinann (class., 

; p. and fancy), J. W. v. 

Goethe (a few l. af A. 

I Thule, etc., ah. 176&J, C. 

Ges slier (animals, battle- 
t scenes ; also 19. I j. 
s. 1 f. G. and M. C. Prestel (aq . ), 
Charles, Prince de Ligne,C. M. 
Metz (in London ; Imitations 
of drawings in English col - 
1 lections , 1 09 plates, 1798 ; also j 
19. l\ A. llartsch (also 19, i), 
i W. Kobell (aq.). 

' G. and W. Chodowiecki, I). 

| Berger, T. F. Bolt, cf. J. W. 

| Meil (cf Choffard, an t Firm h j 
! z'ignettistes). •. 



GERMANY 


349 


Date. ! 

! 

| 

^ Medium. 

i 

1 

1 Master. Characteristic, or 

J Locality. 

1 

l 8 . 1,2 

MEZZ 

Animals, hunting, battles. 

: 1 


1 

1 

Miscellaneous. 



Vienna. 

1 

18 . I 


! 

| ( olour prints. 

l 8 . 2 , 19 . I 



18 . 2 

ST, CR 

i 

Miscellaneous. 

l 8 . 2 , 19 . I 

1 

■ 

i 


19 . I 

EX 

Schmidt tradition. 

19 . 1,2 

! 

: 


19 . 2 , 20 . I 



19 . I 

FT 

Classical. 



Landscape, etc. 


Engravers influenced by the Masters in 
the previous column, or whose \\ ork 
is characterised or localised by the 
remarks in the same place. 


< i. P. and J. C. Rugendas, J. E. I 
Ridinger. ! 

S. and C. F. Blesendorf, B. 
Vogel {af. Kupezky ), G. and 
M. Bodenehr, G. C. and 1\ 
A. Kilian, J. L. Haiti, J. J. 
Haid, J. G. Haid t also in 
London), J. E. Haid, H. 
Sintzenich {aha in London), 

T. T. Freidhoft {also 19. 1). 

J. Mannl, A. J. v. Premier, J. 
Jacobe t a/so in London >, J. 
P. Pichler, I. Enter berger 
{mixed mezz.), J. V. Kauperz, 

F. Wrenk {also 19. i\ V. G. 
Kininger {also 19. 1 ». 

J. C. Le Blon \three-colour 
process ) ; 

J. P. Fiehicr, F. Wrenk. 

J. G. Prestel, M. C. Prestel 
{also in London '» (the Ho a 
preceding also aq. ), G. S and 

J. G. Facius \both in London , 
H. and 1\ Sintzenich (both j 
in London \ D. Chodovviecki 
(a few plates ), 

D. Berger, C. F. Stolzel, C. E. 
C. Hess, J. K. Felsing, J. T. 
Freidhott, F. John, lv 11. 
Pfeiffer. 

J. F. \V. Muller, M. Muller 
(Steinla'), C. Agricola {stn. 
class.)*]. K. Felsing (topogr.\ 

S. Ampler {cartoon and out- 
line manner ), 

15. Hofei, F. A. Kruger, J. II. 
and G. J. Felsing, J. Caspar, 
E. Schaffer, L. Gruner (sch, of 
Longhi ; outlines , class.), J. ! 
C. Thaeter, II. Schutz {out- 
lines af. Gene Hi), A. Hoff- I 
mann, E. Mandel {sch. of ! 
Henriqitcl - Dupont , J. v. I 
Keller {sch. of Dcsnoyers), \ 

K. Geyer, E. Willmann 1/.), : 
J. Sonnenleiter, L. Jacob), J. I 

Burger, R. Stang, K. Krautle, | 

G. tilers, E. Bitched, J. I 
Lindner {original p. and ! 
re prod.), E. Mohn (cf I 
Mandel; in ft. by Gaillard), \ 
J. Klaus, A. Kruger. 

C. Russ [also aq. ; if Liaxman). 

T. A. Koch, H. j. Herterich, 

T. Gauermann, F. A. Dreyer, 
S. Bendixen, F. Rektorzik, 
J. C. Erhard, C. F. v. 
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CLASSIFIED LIST OF ENGRAVERS 


Date. j 

1 

1 

Medium. ^ 

Master, Characteristic, or 
Locality* 

En^ra\ei-> influenced by the Masters in 
the previous column, or whose work i 
is characterised or localised by the , 
remarks in the same place. 

I 9 . I 

19. I, 2 

FT 

{Continued . 

Rumohr, N. Bittner (stage ' 
scenery ), 

F. v. Lutgendorff (p.), G.E.FIar- 
zen, L. E. Grimm (p. studies), 

C. \Yagner. E. C. Fechner (p. ), 

C. E. B. Morgenstern, A. F. 
Yollmer, J. and J. M. Gensler, 

L. Gurlitt, A. Achenbach. 

19. 2 

19- c 2 

1 

An imals. 

Popular illustration. 

Modern spirit ; for the 
must part original 
work : — 

< i.) ( iermany, and German 
; Switzerland. 

J. A. Klein, F. Gauermann, 

S. Habenschaden. 

A. L. Richter, M. v. Schwind, 
R. Reinick, J. B. AY. A* 
Sender land, E. Neureuther, 
\Y. Busch (humorous Hi it. dr. ). 

A. Menzel, Frederike O'Connell 
(nee Miethe) (Jl. Paris ; p. 

\ and reprod.), A. Brcndel 

| ( animals , etc.). 


i 1 L. Hartmann ( animals , l . ), II. 

19. 2,20. 1 | | I L.v. Gleichen-Kusswurm, II. 


; Thoma,O.Gampert,AY. Leibl 
| (/>.), B. Mannfeld, H. v. Her- 

! komer ( chiefly in England), 
\Y. Rohr(/., reprod. etc.), S. 

L. AA’enban ( ) II. E. v. 
Berlepsch, M. Licbermann, G. 
Schonleber, E. Zimmermann 
f,^. ), P. Halm {also rep) od.) C. 

1 T. Meyer (Meyer-Basel), C. 

J.Becker-Gundahl, C. Stauffer 
1 (Stauffer-Born) ( partly en), 

! M. Klinger ( partly en.), E. 

, (Graf) Kalck rout h,L. Corinth, 

, H.v.Volkmann.II. v.IIeydon 
{an imals ), E. M . G eyger 1 ani- 
mals, etc, ), A. AY elti ( s. , allcg'. ; 
infl. by Boecklin ), 0. Fikent- 
, schor, F. Stuck, M. Dasio (if. 
Klinger), E. Kirchner(jc///>.), 
W. Leistikow, H.am Knde, F. 

1 Mackensen, O. Modersohn, 
F. Over beck, H. Vogel or 
{the fire pneeding fonn the 
Worpswede gran r }, M. Piet- 
schmann, \Y. Kudinoff, Kathe 
I Kollwitz, O, Ubbelohde, O. 
Greiner {infl. by A linger), 

J. Dietz (ai leg.), E. Nolde, 

, O. Fischer (also ae/d, O. Graf 
J (also a<j. Cecilia Graf (also | 
! ay. b B. Pankok, F. Boehle 
j 7 , s., etc. : arc kaiser J. 

I Brockhofif, H. Neumann, K. 
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1 Utt. 


Medium. 


19. 2, 20. I 


LT 


Master, Characteristic, or 
Locality. 


' Continued . 


f ii. ) Austria and Bohemia. 


iii.) Hungary. 


Reproductive. 


19. 1. 2 
19. 2, 20. 1 


MEZZ 


Engravers influenced by the Masters in 
the previous column, or whose work 
is characterised or localised by the 
n_niai hs in the same place. 


Muller ( animals , etcP, H. 

Wolff (/>.), II. Struck, P. 
Herrmann, II. Meid, E. 
Wolfsfeld, A. F. Schinnerer, 
I. Paulsen, A. Olbricht, M. 
Behmer, W. Zeising, H. Wilm ; 
R. v. Alt (a iso 19. 1), Hermine 
Laukota, W. Ziegler (e.g. 25 
Orig i naldrucke in verse hie - 
denen T ief truck tech n i ken , 

1901), A. Roth, H. Seuffer- 
held, H. Jakesch, E. Orlik, 
F. Hegenbart, R. Jettmar, 

F. Schmutzer, A. Cossmann, 

G. v. Kempf, A. Luntz ( fl . 
Karlsruhe' >, C. Myslbek, V. 
Gold, R. Lux, M. Svabinsky, 
T. F. Simon ; 

L. Michalek (fl. Vienna ), S. 
Landsinger ip. , e.g. of his 
master Bouktin ) , L. Rauscher , 
V. Olgyai, A. Aranyossy, 
A. Szekely. 

II. Btirkner {also 19. 1), J. L. 
Raab, \Y. Unger, J. Willroi- 
der, W. I lecht, W. Krauskopf, 
Iv. Koepping, W. Rohr, W. 
Woernle, P. Halm, A. Kruger, 
L. Kuhn, F. Krostewitz. 

C. Mayer (seh. of Kininger\ 

R. Kaiser, B. Pankok. 


THE NETHERLANDS 


15. I, 2 

K* 

Working 

1440. 

from about 

Master of the Gardens of Love, 
Master of the Mount of Cal- 
vary, Master of the Balaam 
{so called from a print in Dres- 
den; see Lthts , Repert. xvii. 
352), Master of the Death of 
Mary {so called f) cm P. ii. 
227, 1 17, Berlin , Vienmi). 

i 5 - 2 


Working 

1470. 

from al >out 

Master of the Boccaccio Illus- 
trations, I AM (w ith the 
weaver’s shuttle) of Zwolle, 
\V ^ , Allart du Hameel. 

16. 1 

1 1 

Lucas van Leyden. 

German “Little Masters.” 

Cf. J. Gossaert (Mabuse), F. 
Crabbe, N. Ilogenberg, L. 
Suavius (in /l- also by Italians). 
A. Claesz, C. Matsys, S .,cf.also 
D. Yellert (en and et.) t 
(read D. /., and identify d 
ioith Vcllert by Beets ; oni. ). 
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CLASSIFIED LIST OF EXGRAVERS 



Master, Characteristic, or 
Locality. 


1 6. I, 2 


EX 


16. 2, 17. I 


16, I, 2 


16. i 1 i;t 


Engraver^ influenced by the Masters in 
the previous column, or who>e work 
is characterised or localised by the 
remarks in the same place. 


Engravers under Italian 
infl., working largely 
for the publisher 
engraver Cock, af. 
designs by F. Floris, 
M. v. Heemskerk, J. 
v. d. S tract, M. de Vos. 
O. v. Veen, Ik Spranger, 
etc. 


Engravers and engraver- 
publishers who settled 
abroad. 


The Wierixcs. 


Crispin van de Passe and 
the Wierixcs. 

Misc. portrait (cf. the 
PasSe and the Wierix). 


Hendrik Goltzius. 


Maps. 

T < >graj)h y. 
Xatural History. 

( >rnament. 

Miscellaneous. 


A. Collaert (I. and II. ?), II. 
Collaert I. and II., C. v. 
Eos, J. Bos ( ‘* Belga **), D. 

V. Coornhaert, C. Cort, F. 
Huys {also /.), P. Hujs, 
Petrus a Merica, I\ Halle 
(of. T. Galle ami C. Galle I. 
and II., 17. I ), G. de Jode II., 

J. v. Stalburch, G. v. Veen 
(also 17. 1 h X. Cloeck, 1 1 . 
Muller > also 17. 1). 

Tan Sadeler I. ( Venice), 
Raphael Sadeler I. { Venice , 
Munich), G. Sadeler {Prague)* 
M. Gheraerts I. ( London ; 
also et.) f F. Hogenberg 
( London at id Cologne ), The 
van de Passes ( various mem - 
bers of ike family in London, 
Paris , Copenhagen D.Custos 
(Augsburg), T., J. T., and 
J. I. de Bry ( Frankfurt ), C. 
Boel {London and Madrid), 

P. Perret (Madrid). 

A. and N. tie Bruyn, C. v. 
Malle ry ; cf T. v. Merlen 
(17- 1/2). 

Crispin II. and III., S., V and 
M. Passe, C. v. Queboren, T. 
de Eeu { fl. France). 

P. Baltens, II. Liefrink, F. 
Huys, contr. Hubert Golt/ius 
(el. and chiaroscuro : “ I ni- 
ps rate mm Imagine if 1557k 

J. Saenredam, J. Muller, J. 
Matham, \Y. Swanenburg, 

J. de Gho)n I. and II., B. 
Dolendo, P. de Jode I., E. 
v. Panderen, X. Lastmann, 
if. and contr. .V., C. , and F. 
Bloemaert. 

G. Mercator, J. Ilondius, F. 
Hogenberg. 

G. Iloefnagel, F. Hogenberg, 
the de Brys. 

J. Hoefnagel 1 ’insects, fruits , 
and flon'crs af. G. Iloefnagd, 
1592 k 

C. Bos (strap and grotesque), 
II. Collaert I. and II., M 
Gheraerts I. { e.g. : Passion of 
Christ, in ornamental strap - I 
•work setting ; also el. k 

E.v, Leyden. Vellert, F.Crabbe, j 
X. I logenberg, B. v. Orley (’), . 
Vermeyen, Teunissen. | 
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Date. Medium. 

i 


16. i, 2 1 ET 

i 

I 

1 6. 2, 17. I 

, i 

10. I, 2 

| 

l6. 2, 17. I 

17. 1 EN 

I 


17. I, 2 



Mastei . Characteristic, or 
Locality. 


Italian influence, and 
misc. 


Landscape. 


Misc. portrait, pieceding j 
or escaping the infl. ol' 
Rubens and Van Dyck. , 

Rubens and Van Dyck : ] 

[. ) Engravers coming 
under their influence 
as formed artists. 

(ii ' Immediate school of 
Rubens. i 

( 

v iii. ) Miscellaneous, 


t 

( 


, (iv. ) Engraver- publishers. 

I 

^ Portrait : 

v i. ; Misc., more or less 


Engravers influenced by the Masters in 
the previous column, or whose work 
i-> characterised or localised by the 
remarks in the same place. 


F. Eloris, M. GheraerU I. (j-. , 
ill ust r . , etc. ; also in England j, 
P. v. d. Borcht {script, and g. b 

B. Spranger, P. Feddes v. 
Ilarlmgen (y. and /.). 

L. Gassel, P. Brueghel I., cf. 

J. Brueghel I. { also I 7 * l )» 
H. Bol, H. Cock, 

P. Bril, R. Savery, S. de Vries. 

C. and K. v. Sichem ( and others 
of the family .?), \V. J. Del ft' ■ 
{at. Mie revel t ), II. Ilondius | 
II., J. v. d. Velde, S. Savery 
{also misc. ref rod. . 

C. G all e I. and II., J. Muller, 

J. Matham, \V. Swanenburg, 
E. v. Panderen {cf. Goltzius 
schools ; 

P. Soutman, L. Vorsterman 
{also 17. 2', P. Pontius, B. 
and S. a Bolswert ; 

P. de Jode II., J. Witdoek, 
M. Robin v. d. Goes, J 
Xeeffs, L. Vorsterman II. 

{ also itfogr. ct. and plates in 
D. Teniers' “ Theatre des 
Point uresf' 1 660'), ( the four 
preceding , pupils of L. Vors- 
terman J. ), A. Stock, N. and 
C. Lauwers, N. Ryckemans, 

C Waumans, P. de Bailliu, 
A. v. d. Does, J. v. Noordt, 
II. Snyers, C. v. Caukercken, 
M. Borrekens, J. Suyderhoef 
{chiefly af. Hals P. v. 
Sompel, J. Louys, \V. P. de 
Leeuw (the four preceding , 
sth. of. Soutman ; cf. and 
contr. C. Visscher, a sell, of \ 
Soutman who combined at. 
and d . , infl. by Ostade ; cf. 
also j. and L. Visscher), A. 
Lommelin, P. Ciouwet, R. ! 
v. Voerst \aho in England), \ 
R. Collin i ,{ engraver to the \ 
King of Spain " ; en antique ' 
statues for publications of 
Joachim Sandra ri ;, A. de , 
Jode son of Pieter de J. II. J, j 
J. Pi tau, F. Ragot < 1 . 1 : 1 

M. v. d. Enden, G. Hendricx, 

J. Meyssens, E. v. d. Wyn- 
gaerde. 

F., Gaspar, Gerard and Phili- ■ 


2 A 
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CLASSIFIED LIST OF ENGRAVERS 


i 

t 

| 17 • L 2 


I 7- i 
17. 1, 2 


Medium. Master, Characteristic, or 

J ocality 


EX under infl. of Van 

Dyck. 


'ii. ) [Frans Hals.] 

1 iii. ) Engravers who later 
joined the French 
school. 


Genre (af. Yinckboons, 
A. v. d. Venne, etc. ,. 
Miscellaneous. 


Colour prints. 
Ornament. 

Punch- EX 

ET Rubens school : 

(i.; Largely subject. 


(HA Portrait (infl. of Van 
Dyck). 

iii.) Landscajje. 


I Engravers influenced b> the Masters in 
the previous column, or whose work 
is characterised or localised hy the 
remarks in the same place 


bert Bouttats, A. Clou wet, 
j P. Philippe, R. v. l’ersyn, 

A. v. Zjlvelt, J. Munnick- 
■ huysen, H. Bary, P. Holsteyn 
II., J. Barra, C. v. Dalen I. 
and II., A. Blootehng, G. 
Valck {also 18. 1), L. 

Visscher, J. Blondeau, P. v. 
Gunst ( also 18. 1) ; i 

J. Suyderhoef ; ! 

M. Tavernier (cf. his father, J 
1 G. Tavernier , who had been < 
settled as en.-fubl. in Paris ! 
from ab . 1 573), J. de Bie 
{chiefly af. medals, e.g. la \ 
France Metallique 1634', 

P. v. Schuppen, X. Pitau I. \ 

and II., G. and J. Edelinck, i 
! C. Vermeulen I. i 

P. Sent outer, J. v. Londerseel. 

I 

; C. Bloemaert( ft. Italy), II. Goudt 
1 {af. Els he i '/tier), M. Natalis 1 
{infl. by Poussin and school, , 
J. v. Troyen, F. v. d. Steen, i 
T. v. Kessel, X. v. FIo(e)y ! 

! [the four preceding in D. j 

Teniers 5 “ Theatre des 

\ Peint it res f 1660), C. Le ; 

Blon {ill ust r. ). ' 

, J. Teyler. j 

1 M. Ee Blon, II. Janssen; s). 

F. Aspruck ( //. Augsburg), J. 

, Lutma II. . 

i t 

J. Jordaens (?), A. v. Diepen- : 

1 beeck (?), F. Snyders (?), , 

C. Schut, T. v. Thulden, j 

cf. R. Eynhoudts ; E. Quellin, i 
H. Quellm (af A. Quellin' s ; 
designs, interior of Town \ 
Hall, A mster, lam ), G . Seghe rs, 
•F. v. d. Wyngaerde, W. 

Panneels ( ft. Germany), J. 
Thomas ( also mezz. : ft. 

, Vienna), \Y. v. Valckert, 

, L. v. d. Koogen, J. de 1 

Bisschop (also af. B. Breen- 
1 bergh) ; ct. R. v. Orley ( also 
i 18. \) \ cf J. deWit {18. D. 

J. Lievens, P. Fruy tiers (cf. 
Hollar 1, cf. in technical 
manner C. de Moor (also ' 
18. ik | 

L. de Vadder, L. v. Uden, i 
I- v. d. Stock, </. F. | 



THE NETHERLANDS 


355 


Date. 

Medium. J ““ r - CTurarterUic. or 

| Bot-ality. 

Engraver*, influenced by the Masters in 
the pre\ious column, or whose woik 1 
is characterised or localised by the i 
remarks in the same place. 

17. i, 2 

ET (Coni in it'd ,. 

\ 

W outers ( also hi England ), ! 

if. G. Xevts. 

17 . I 

Immediate predecessors 
and earlier contempo- j 
raries of Rembrandt : 1 

1 1 

■ ii 1 Genre, subject, and 

J. B. and C. de Wael, D. | 


1 misc. 

Yinckboons, N. J. Visscher J 
(<* few plates in manner of 

1 P. Brueghel I. ' s paintings , 
etc.; chiefly worked as publ. ), 


G. v. Scheyndel (cf. C allot), 

T. Rombouts, J. Bouchorst, I 
P. Lastman, G. Bleker (if. ; 

1 animal etchers ), P. de G rub- 

ber, \V. Buytewech (j. and L ), 

L. Bramer, C. C. Moeyart, 
cf. D. de Bray (17. 2), P. j 
1 Xolpe, C. Matt lie, G. Hon- 

thorst {cf Caravaggio ) ; 

iiA Landscajte : I 

ET + EX K a) Tan van de Velde, Cf. A. Bloemaert, if A. v. , 

j Stalbent, P. Molyn I., E. v. ; 
j d. Velde, W. O. Akersloot, , 

1 R. v. d. Hoecke ; 1 

ET ' fh Misc. ; H. Seghers W. Buytewech ; 1 

17. I, 2 ' iii.; Elsheimer (G\ ! M. v. Uijtenbroeck, C. C. | 

! ' Moeyart, W. Basse, cf H. 

, Goudt (in.). j 

Rembrandt : I I 

, f ^i.; Immediate followers. J. Lievens, J. G. v. Vliet, F. 

! Bol, S., J., and P. Koninek, 
j P. ile With, S. v. Hoog- 

j straten, G. v. d. Eeckhout. 

| C. a Renesse, Rodermondt, 

i 1 1 A. de Ilaen, II. Heer- 

j schop, cf. J. Lutma II. (also 

punch-en A, cf. P. Angel. 

; cf. P. C. Verbeecq, cf. J. A. 

j ' ■ Duck : 

Misc. j ■ ^ii.; Imitator*., copyists A. Overlaet, G. F. Sclmiidt 

1 {of latei periods). (G. «, C. \V. E. Dietrich t (7. j, 

I 1 ! K. Novelli (/. ’, Cumar.o t /.), 

I 1 ! Sardi (/. \ C. II. Watelet 

(/’'.)» J. P. Nor l din (/’.), A. 

, j Marcenay de Ghuy (/■'.), 

Sauveur I.egros (/A, 1). 

Vivant Denon (F. ), J. T. de 
I j [ Claussin {/’A, L. Flameng 

i I (/*/. 1, ¥. Vivares ; Ji. 

! [ England j, J. Chalon \D. ; 

I I j in England 1, R. Cooper II. 

j j j (Br . \ R. Byron (BrP, B. 

1 I I Wilson (Br.), T. Worlidge 

j (Br.), W Baillie (Br . \ J. 

! I Hazard (Br.), J. Bretherton 

! (Br., D. Deuchar 1 Br. , , 
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CLASSIFIED LIST OF ENGRAVERS 


Date. 


Mibc. , 

I 

i 

I, 2 


I 


i 


Medium 


Master. Characteristic or 
Lo_aht\ . 


Knjjtavers influenced by the Masters m 
tae previous column, or whose work 
is characterised or localised b> the 
remarks in the same plac *. 


ET Continued'. 


< > stride, Brouwer, I). 
Teniers II. 'genre). 


Landscape : 
i . ) Early, miscel- 
laneous. 


'ii.) Ruysdael. 


iii.) H. Saftleven II. 

( Flemish character) 


iv. ' Later miscellaneous. 


v.) Architectural. 
Marines. 


Italianised landscape : 

i. ) P. van Laer (land 

scape and genre '. 

ii. ) X.Berchem, J. Both 


(iii . ) Poussin. Claude, and 
the foreign school 
at Rome. 


T. E. Beckett i /?;.), \V. J. | 
Smith '/>V.), Lucy Bright- j 
w ell (fir.). i 

C. Bega, C. Dusart ( also ///«:.\ 

P. Ouast (<■/. Callot ), N. v. 
Haelten, I). Ryckaert III., 

L v. Xijpoort ; cf M. , 
^ueerts, J. M. Molenaer, 

T. Wijck, A. Both, Cor) n 
Rod ■ af. Teniers : also some 
i las*, re prod, for D. 7 'tnie/f 
Theatre ties Pelnturesf 
i6bo', J. L. Kraflft (18. i ; aj. 

Tt titer*), J. Passonville (/\ 

M. Scheits < G.)y cf. M. Schoe- 
vaerdts, cf. Lions v. Amsttl i 
(l8. 2 ; col. af. Ostade , etc.) ; 

: R Rogh man, ( 1 . Roghman ! 

1 (also g. ; c/. T. de Hooch). ] 
J. v. (loyen, A.v. Everdingen 
(cf. H. Saftleven II.) \ ! 

Cf. A. Waterlo(o), II. Xai- i 
w\ n\ (cf also //. Saftleven \ 
II ), C. v. Beresteyn, A. 
\ r erhoom ; 

i J v. Aken, C. Saftleven (also 
a n ini ah and g. ; cf. Callot 
and Ostade ), J. Almeloveen ; 

! t f P. Bout, cf. A. F. Boude- 
| wyns, cf. A. F. Bargas ; 

, J. Uackaert, V. Lefebre (af , 

; Titian , D. Camfagnola and ' 

i school > ; I 

| R. Xooms (Zeeman), Jan v. 

‘ d. Heyden. i 

j J. Force! I is, R. Nooms (Zee- 
j man), J. v. < 1 . Cappelle, L. , 

i Rackhmsjn, A. btorck, B. j 

j Pee ter s, A. Silo (also mezz. ; ; 

! fi. 18. il 

T. Wijck (cf also O^lade), J. 
Ossenbeeck, cf. J. Miele, cj. , 
A. F. Bargas ; j 

, Cf. F. de Xeue, W. de Heusch, I 
A. Both (cf. a Is ) Ostade ), cf. I 
1 II. Verschuring, cf. J. Smees I 
(also 18. n, cf. P. R)s- ’ 

. braeck (sch. of G. D ught t ; 

! a/s> 18. i) ; 

W. Nieuwlant, B. Breenberg(h N . 
(the tivo preceding sch. of P. \ 
Bril), II. v. Swanevelt, D. I 
v. d. Dyck, A. v. d. Cabel, j 
A. denoels (also l8. i), J. j 
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! Date. 


17. I, 2 


17 . 2, l8. I 

17. I, 2 

17. 2 

17. 2, l8. I 


17. 2 


17 . 2, l8. I 


18. I 


1 


Medium. 

Master, Characteristic, or 
Locality 

Engravers influenced by the Masters in 
the previous column, or whose work 
is characterised or localised by the 
remarks in the same place. 

ET 

( Continued j. 

j 

Glauber (also 18. 1), J. F. v. 
Bloemenltf/w 18. i),G. Wou- 1 
ters 1 views in Kome), cf G. 1 
de Lairesse, if G. v. AVittel 1 
(Vanvitelli) { 7 'iews in Rome . 
cf Canale'' , cf M . Natalis ' en. ). 


(iv. ) Toelenburgh. 

Animals : 

J. Bronchorst. 


(i.l Flemish. 

(ii.) Dutch: ' 

F. Snyders v?), J. Fyt, P. Boel ; 

! 

(<z) P. v. Laer, 

P. v. Hillegaert, D. Stoop, J. 


S deVlieger. 

fonck Heer ; 


(&) Cuyp, Potter, 

G. Bleker {cf. Rembrandt 1, A. 


T. Both, Ber- 1 

Begeyn, T. v. d. Hecke, C. 


chem,A. van 

du lardin, J. v. d. Does, J. 

I 

de Velde. , 

1 

i 

I, e Ductp M. de Bye, A. 
Hondius \ also in England 

J. v. d. Meer II., J. H. 
Rons i G.), cf. AY. J. Troost- 
wyk (19. 1). 


Still life. 

A. Flamen ( fishes, birds), J. 
v. d. Hecke (' Rowers). 


Topogr. and Hist. 

Gaspar and Gerard Bouttats 


Hist., daily life, and 

A. Ha men ! also in Paris), R. de 


mise. illustr. 

Hooghe, T. and C. Lu\ken. 


[P. Wouu erman] battle 

Cf. J. Martsen II., AY. v. 

1 

scenes, etc. 

1 

i 

Lande, 

II. Yerschuring, 

D. Maas. J. v. Iluchtenburg, 

A. F. Boudewyns l 4 he two 
preceding after A. F. v. d. 
Meulen). 

1 

[Dou and Mieris. 

j 

G. Schalcken, C. de Moor f good 
p.; cf. Bronchorst and l ievens 
in technique). 

MEZZ 

Miscellaneous. 

1 

J. Thomas ( fl. Vienna), \Y. 
and B. Yaiilant, A. v. Ever- 
dingen (?), A. Blooteling 1 also 
in England 1, G. Yalck 'also 
in England 1, H. II. (^uiter 
. later in Germany), J. F. 
Leonart later in Gt many), 

P. v. Slingelandt, P. Schenck 
j \G.; a ’so 18. 1 !, J. Van der 

i I 

1 


Yaart [England ; also 18. 1), 

T. v. Corner {also in England >, 

! P. v. d. Berge, Jan Verkolje, 
y. v. d. Brugge n [worked in 
Paris , G. Hoedt (/. ), J. v. 

1 


Huchtenburg, A. v. Halen, 



L. Deyster, C. Dusart, J. 

! 


Gole, A de Blois 'also in 
England ?), J. de Later, N. 

i 


v Haeften, A. v. AA'esterhout, 
N. A^erkolje, 



A. Silo {shipping^, C. Troost, 
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CLASSIFIED LIST OF ENGRAVERS 


Date 

Medium. 1 

Master, Characteristic, or 
Locality 

' Engravers influenced by the Masters in ■ 
the previous column, or whose work | 

[ is characterised or localised by the , 
remarks in the same place. 

18. 1, 2 1 

MEZZ 

( Continued ). 

J 

I’. v. Bleeck (also in England ), J 


18. t 


18. I, 2 


18. 


2, 19. I 

18. I 


•l8. I, 2 


l8. 2 


l8. 2, 19. 


EX 


ET 


Miscellaneous largely 
class, reproduction 1. 


Miscellaneous 


Archaisers imitating 17th 
century etchers, etc.). 


18. 2, 19. 1 ST, CR Reprod. drawings, 


R. 


<;/■ /■ c. 

If Blon), A. Schouman, 
I’. Louw iaf Rembi andt , 
etc ), J. Stolker >af. Rem- 
brandt, t’A . 

Audenaerde \ worked lone* 
in Rome; cf G. And ran 1 , 
A. v. Westerhout (Ji. Rome), 

1 T. Yerkruys \ y ref rod. Flo rente 
Gallery ; cf Lorenzini), J. 
Coelemans, 

i F. Pilsen, J. Iloubraken U hitfly 
f., e.g. 111 A. H 'itbraken s 
ik Groote Schoitburghf 1718- 
21 ; with G. Vert ue in T. 
Birch's ‘ ‘‘Heads of III Ust) ions 
Persons of Great Britain f 
1 1743-52’, J- Eolkema (e.g. 

in Dresden Gallery work, 

I i 753 > 1757 h Tanje, Fokke 

(ill nst r . . also et. k J. Flint, 
i A. Delfos, J. Kobe 11 i., J. F. de 
Frey. 

A. Houbraken ' also 17 • 2; x., 
inf. by Rubens tradition ; 

1 sad ft nre, etc.), I. v .d. Yinne 

1 </., marines), I. de Mouche- 

| ron (archil., gaidens, l A, 

J. de \\ it (cf Rubens school), 
J. L. Kraftt (cf D. 7 'eniers : 
i ice also f. L. Kfs “ Tresor 
dc Fables f Brussels , 1734), 

, A. Rademaker ( tofogr .). 

A. Zeeman ( sm . views), J. 
U Admiral (f. , in van 
Minder's “ Lez'cn der Sc/iil- 
dersf ed.J. de Jotigh, Amster- 
dam, 1764 k P. C. La Fargue 
(large views), J. H. Prins (/. 
and g.), II. v. Brussel (sm. 

I . ; also 19. i), L. B. Coders 
ig., f. ; also 19. I). 

J. Chalon (cf. Rembrandt), 

T ■ » J - C., and P. Janson (/., 
animals), C Bisschop, 

II. Kobell, J. Kobell II., W. 

J. v. Troostwyk (animals), 
J. L. de Marne (/.), P, J. C. 
Francois (Roman l,, and 
arc hit . ). 

J. J. Bylaert hep rod. drawings ; 
cf General Bibliography II., 

1 77 2 L J. Cootwyk, T. de 
Roode, C. Josi (also London ), 
L. Claessens (s ch. of Bar to- 



THE NETHERLANDS 


359 



| 


Engravers influenced by the Masters in , 

Date. 

Medium. 

Master, Characteristic, or 
Locality. 

the prewoub column, or whose work 
is characterised or localised by the 


1 

remarks in the same place. 

18. 2, 19. I 

ST, OR 

' Continued). 

lozzi; also en. ) (ef also British ' 
Isles , st. ), A. Liernur. 

18. 2 

l8. 2, I9. I 

AO, CR ' 

Reproduction of drawings. 

C. Ploos v. Amstel, B. Schreu- i 
der, J. Kornlein, 

C. Brouwer ; 


AQ 


C. Apostool (also in London ). | 

19. I 

EN 

Dutch : miscellaneous. 

P. Yelyn ( illustr .), J. P. Lange j 
(ill list r. , sck. of Velyn), 

A. B. B. Taurel [E. , settled in j 

19- L 2 



An? iter Jam i, J. \Y. Kaiser, j 
C. E. Taurel, \Y. Steelink, 

P. J. Arendzen (ref rod . , en -ret ; 

1 19. 1, 2, 20. 1 
19. 2, 20. 1 



if. Gail lard), P. Dupont. 

19. 1, 2 

ET 

Dutch : 

Chiefly landscape. 

R. v. Haanen, J. B. Jongkind, 

19 2, 20. 1 


Israels, A, Mauve, |. and M. 



Maris, C. Storm van ’s Grave- 
sande, M. \Y. v. d. Valk, P. 





Zilcken, \Y. \Yitsen, \Y. de j 
Zwart, PL J. v. d. \Yeele, J. ! 
Yeth (/.), M. A. J. Bauer 
(Eastern s. ), T. M. Graadt v. j 

■ 



Roggen ( also ref rod. ), \Y. O. 

J. Nieuwenkamp, P. Dupont 

1 also en. •, J. Tooiop, Barbara | 
v. Houten ; 



(ii.) Reproductive. 

! A. L. Roster, C. L. Dake, 

i 


j 

II. J. v. d. \Yeele >e.g. af \ 
i Mauve), J. M. Graadt v. 
j Roggen. 1 

19. 1 

19. 1, 2 

! 19. I, 2, 20. I 

EN 

Belgian : 

j d. ) Miscellaneous. 

, L. A. Claessens (ef st.\ H. W\ 

| Couwenberg, 

P'rin Corr ; 

■ C. J. Bal, J. B. Meunier, J. 

• Delboete, J. Franck, 

J. A. Demannez, A. M. Danse, 

j ;ii.) Calamatta (/.). 

l 


1 

i 

L. Plameng 1 also et . , Baris > , 
G. Biot, J. B. Michiels, Y. 

1 

1 


t 

Lauwers, J. Nauwens, L. 

19. I, 2 

ET 

Belgian : 

j.) Miscellaneous. 

Lenain. j 

' F. T. Faber d , cattle, etc.), E. 


1 

J. Yerboeckhoven animal 1 ; 



'ii.'' Subject, genre, illus- 

H. Leys, Ad. and Alb. Dillens, 



tration. 

l F. Hillemacher, E. J. C. 
Ilamman, C. F. Bendorp II. 



i 

(inf. by Rembrandt), \Y. 
Linnig I. and II., II. de 

1 

1 


Braekeleer : 

I9. 2 

1 

'dii. ) Social satire. 

F. Rops : 

19. 2, 20. I 


tv. » Portrait and figure 

E. Smits, \Y. Linnig II., F. 

i 

studies. 

Khnopflf, .V. Rassenfosse : 

19. I, 2 


V ) Landscape. 

E. Linnig (sm. ma tines'), M. 



Kuytenbrouwer \e g. in V. 
Jolv, “ Les Ardennes f 1854 , 

i 
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CLASSIFIED LIST OF ENGRAVERS 


I 

1 


Date. 


Medium. 


Engravers influenced by the Masters in 
Master, Characteristic, or , the p.e\ious column, or whose work 
Locality. j is characterised or localised by the 

remarks m the same place. 


19. i, 2 FT {Continued <. 

19. 2, 20. I 



W. Roelofs, J. P. F. Larao- | 
riniere, II. F. Schaefels \J . , 
g , sea- fi gits) ^ j 

T. Verstraete, II. Cassiers, T 
(iuictte, G. den Duyts, F. j 
Marechal, A. Rassen fosse, 
T. v. Rysselberghe, K. Laer- 
mans, II. Meunier, R. Wyts- . 
man, A. Baertsoen, II.R. H. j 
Marie, Comtesse de Flandre, 1 
J. de Bruycker, J. Knsor, A 
Perkzen van Angeren, J. C. 
Portenaar. 


ITALY 


15. 1, 2 LX 

i 

2 

15. 2, 16. I 


l6. I 


l6. I, 2 


Florence. 



Mantegna. 


1 


I 

I 


j Venice. 

: Xorth Italy, miscellaneous. 


Milan. 


Bologna, Ferrara. 


Marcantonio Raimondi. 


Rome ; misc., less imme- 
diately under infl. of 
Marcantonio 


Master of the Larger Vienna 
Passion, 

T. Finiguerra, B. Bald ini, A. 
Pollaiuolo, 

C. Robetta (16. 1), Gherardo j 
miniatore (?), Lucantonio 1 
degli Uberti. 

Z. Andrea, G. A da Brescia, 
Simone di Ardizone (?}, N. 
Rosex (da Modena), cf. also 
Master of 1515 ( B. 12, which 
gives the name , and at least 
B. 10 and 13 are genuine ; 
others at trio . , e. B . I, 3, 17, 

18 might be lS(h century imi- 
tations ). 

G. Mocetto, J. de’ Barbari. 

B. Montagna, G. and D. Cam- I 
pagnola, LLCA, w. M. ! 
Togolino, FN, Master of the \ 
Beheading of John the Baptist, j 
X Rosex, F. A., G. M. da 1 
Brescia, Altobello Meloni (>), | 
XA-DAT. 

I) Bramante (?\ Master of the | 
Sforza Book of Hours (A. da I 
Monza?), Z. Andrea, Leo- 
nardo da Vinci | 

F. Raibolini Francia), 

P (. Feregrino da Cesena ?), 
IB (with the Bird). j 

J. Raibolini (Francia), G. A. 
da Brescia, Marco Dente (da 1 
Ravenna), A. de’ Musi ( Vene- 1 
ziano), Master of the Die, 3 L | 

G. B. Franco [also J enice, infl. \ 
of Titian ; also et. ), N. Beat- ! 
rizetl'A'. >, X. della Casa ( 
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Engravers influenced by the Masters in 

Date. 

Medium. 

Master, Characteristic, or 
Locality. 

the previous column, or whose work 
is characterised or localised bv the 



remarks in the same place. 

l6. I, 2 

EX 

' Continued ). 

L. da Udine ( z’ases : cf. A. 
de* Musi) , G. B. Cavalier i 
(< antiq .), cf A. Eisenhoit ( G . ,* 
statues), M. Lucchese, M 
Cartaro, G.A. {an hit.). 



Printsellers and engraver- 

Baviera, A. Salamanca, C. 



publishers (at Rome, 

Duchetti {F.), A. Lafrery 



except where otherwise 

{F. ; antiq. : e.g. Speculum 



stated j. 

R 0 m a n ie Af agn ifi centiu, 
1552, etc.), T. Barlacchi, 

N. v. Aelst {FI.), M. Luc- 
chese, M. Labacco, P. de 




Nobiiibus, P. P. Falombo, 

L. and F. Bertelli ( Venice\ 

i 



N. Nelli { Venice ). 



Misc. engravers outside 

G. ]. Caraglio {Parma'', E. 

1 


Rome, indirectly inti 

Vico {Parma), Ct. Bonasone 



by Marcantonio. 

( Bologna , Rome ) , H ( H F ) E 
{Bologna- Ferrara school ? inf. 
of Caraglio in technique , and 
of Alazzolino in style, xoith 
reminiscences of J. de" Bar- 
ba ri). 



Mantua. 

G. B. Sculptor, A. and Diana 




Sculptor, G. Ghisi. 



Portrait : miscellaneous. 

A. de J Musi, N. Beatrizet 

i 



1 F), N. della Casa [F), E. 

Vico, N. Nelli, M. Rota, 




A. Caprioli \e.g. Cento ill us- 
; tri capitani, Rome, 1596), 

F. Valesio (e.g. Brejve 
cronicque des ... . Roys ae 
\ France, Venice 1597 ; ciho 

, misc. s. ), O. Leoni {also 

17. 1). 

16. 2 


C. Cort and Agostino 

R. Guidi {sch. of Cort), D. 



Carracci (Rome and 

Tibaldi {sch. of Cort', O. de 



Bologna;. 

Sanctis, A. Caprioli, P. 

1 Thomassin {F., sell, of Cort 1, 

l6. 2, 17. I 



J F. Villamena {sch. of Cort', 

j C. Alberti, G. A. Maglioli, 
G. L. Valesio, F. Brizio, 





Giacomo Franco 1 illustr.), L. 
Ciamberlano, O. Gatti {sch. 

1 of Ag. Carracci and G. L. 
Valesio), C. Cesio {also 17. 2;. 

l6. I, 2 

ET 

F. Mazzuoli ^Parmigiano). 

, A. Mel doll a (Schiavone . 



School of Fontainebleau. 

1 A. Fantuzzi, D. del Barbiere, 




1 G. Ruggieri. 

l6. I 


Siena. 

; D. Beccafumi. 

l6. I, 2 

1 

[Titian, and the Venetian 

; G. B. Franco, B. and M. d’ Angeli 



'painters. ] 

del Moro, G. B. and G. 
Fontana, P. and 0 . Farinati, 




J. Palma IT. {also 17. 1), cf 

C. Sacchi 117. 1, 2-, cf. V. 
Lefebre ' FI. ; 17. 21. 
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CLASSIFIED LIST OF EXGRAVERS 


I 1 

1 Date 

1 

Medium. 1 

Master. Characteristic, or 
Eocalit} . 

Engravers influenced by the Masters in 
the previous column, or whose work 
is characterised or localised by the 
remarks in the same place. 

1 l6. 2 

KT 

Bologna (in ft. of the 

B. Passerotti, C. Procaccini, cf 

1 


Venetian school'. 

B. Passed 1 fl.Ronn ;, L. and 




An. Carracci. 

l6. 2, 17. I 

Baroccio. 

V. Salimbeni, F. Vanni, V. 

! 


Strada, R. Schiaminossi, cf. 

i 


O. Borgiani. 

16. 2 

Rome. 

G. A. Brambilla ‘tofogr., g.. 

i 

16. 2, 17. 1 

Guido Reni and the Car- 

Cf B. Schidone, cf. P. Faccini, 


racci. 

cf. L. Lana (sell, of Guercino ), 



S. Cantarini, 

17. 1, 2 


G. A. and E. Sirani, L. Lolli, G. 



B. Bologmni I., P. F. Mola 



(sch. op Alban i b G. B. Mola 

i 


(ac/L of Albani ), L. Scar a- 



mu7za,D.M.Canuti, F. Torre, 



L. Pasinelli, G. Rossi I. (also 

| 


en.y and pitbl. ?), G. F. 




Grimaldi (/.), G. Scarselli, 




G. M. Viani, 

17. 2, 18. 1 



D. M. Viani, G. M. Rolli, G. 




G. dal Sole, L. Mattioli, G. 




M. Crespi. 

17* * 


Guercino. 

G. Caletti, G. B. Pasqualini. 

17. 1, 2 


[Domenichino] ''Bologna 

A. Camassei, F. Rosa, F. 



— Xaplesj. 

Cozza, P. and T. del Po, cf. 




P. Testa (Rome). 

17. 1 


Bologna — Venice. 

| O. Fialetti, 

i 7 - b 2 i 


G. Carpioni, G. Diamantini 



(also 18. 1). 

1 


Bologna : misc. s., satir, 

1 A. Mitelli I. and II., G. M. 

1 


etc. 

Mitelli. 

17. 1 


Caravaggio. 

B. Capitelli (inf. also ly 

! 


Elsheimer /), G. v. Hon- 

, 


1 thorst ( D . . 

1 

Ribera (XA 'the Neapoli- 

Cf T. F. de Liagno (X.), F. 


tan school,. 

Burani, 

17. 1,2 


A Falcone, if. L. Giordano, 

I 


Salvator Rosa. 

l6. 2, 17. I 

EX - 4 - KT 

A. Tempestn. 

i O. Scarabelli. 

17. 1,2 

ET 

1. C allot IF. . 

| G. B. Bracelli, G. Pericciuli, S. 



1 della Bella, M. Gerardini. 

1 

G. and A. Parigi. 

1 R. Cantagallina, E. Bazzi- 

1 


, caluva, cf V. Spada. 

17. I, 2 

G. B. Castiglione. 

S. Castiglione, A. Travi, G. A. 

1 



Podesta, B. Biscaino, F. 

1 



Amato, if. G. David (18. 2). 

1 

[Poussin,] Claude. 

G. Gimignani, C. Onofri, F. 


I 

Chiari, cf P Anesi(l8. 1, 2 . 

i 17. 2, l8. I 

C. Maratta. 

G. Ferroni, A. Procaccini ( also 

j 


on). 

17. 1,2 

Reprod., misc. 

G. B. Vanni (af Correggio , 

: 


etc.), M. Piccioni, (>. Lan- 



I franco (af. Raphael's Vatican 



I Loggie , 


EX, ET 

1 

| S. Badalocchio (af Raphael s 
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Bate, 


Medium, j Master ' C L Jj“° rUtic " or 


En^ra\ers influenced by the Masters in 1 
the previous column, or whose work 
j is characterised or localised by the j 
remarks m the same place 1 


17. 1, 2 EN, ET , ( Continued \ 


EN 


Class., mis . 
Engraver -publishers. 


ET, EX Architecture, antiquities, 
gardens, ornament, etc. 


17. 2 


18, I. 


EN : Miscellaneous classical 
reproduction. 


-I 


I.oggie, and af \ Correggio), P. 
Aquila < af. La n franco , etc . ). 
f M. and J. F. Greuter ( G. ; ft. 

, Rome), Girolamo de 5 Rossi 
! I. ( also et if Reni school). 

1 G. B. de’ Rossi {also 16. 2?), 

! G. G. de’ Rossi, Drde’ Rossi 
j {successor of the preceding ; 

also'iZ. 1 ; pnbl. many prints of 
\ antiq.) {the Rossi stock was 
purchased to form a nucleus 
j for the Regia Calcografia , 

1 1738)- 

G. Maggio {et. ; archil. \ G, B. 

! Mercati {et. ; arc hit. ; cf. 
i Silvestre ), G. B. Galestruzzi 
{et. ; e. g. antique reliefs ; if. 

\ S. della Bella'*, 
j P. S. Bartoli ( en . ; antiq.), F. 

| Bartoli {antiq.; also 18. 1), F. 

} F. Aquila {also 18. 1, e.g. in 
P. A. Maffeis Raceolta di 
) Statue , 1704, in collaboration 
I with C. Randon, J. B. de 
I Poilly , N. Dorigny , and R. 

\ r. Audenaerde \ G. B. Falda 
{et. ; arc hit. ; cf. C allot 1, G. F. 
Yenturini {et.; gardens; A. 
Specchi {en.; gardens , cf B. 
S. Sgrilli {et. ; gardens, 18. 
1), cf. C. Nolli {en.; Her- 
culaneum, etc., 18. I, 2t, 

R. v. Audenaerde {PI. ; also 
17 - 2 ; in Rome about 1685- 
1722 ; af. Maratta , etc . ), A. v. 
Westerhout {FI ), J. J. Frey 
(Sw/.), J. Wagner ( G . ), G. G. 
Frezza {sch. of Westerhout), 
Girolamo de’ Rossi II., F. F. 
Aquila (also af. antiq.), 
G. A. Lorenzini {e.g. Violence 
Gallery ■, C. Mogalli {Florence 
Gallery T. Yerkrins ; D. ; 
Florence Gallery). D. Rossetti 
( Venice pictures''. A., ¥.. and G. 
Zucchi ( J 'cnice pictures: A.Z. 
and D. Rossetti in D. Lor is a' s 
Gran Teatro di Venezia 
[1720 ?]), A. M. Zanetti I. 
and II. \ Venice pictures I\ 
Monaco f Venice pictures), 
G. D. Campiglia {chiefly 
working as a draughtsman, 
e.g. in A. F. Gori s Museum 
Flo rent in um , 1731-66, but 

sometimes also en.), A. Pazzi 
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CLASSIFIED LIST OF ENGRAVERS 


Bate. 

Medium. 

Master, Characteristic, or 
locality. 

l8. I, 2 

LX 

{ Continued . 



C. Mellan {F.). 

l8. 2 

| 

j l8. 2, 19. I 

1 


T. G. \Yille ((7 ) and the 
French school. 

M 

00 

1 

G. Yolpato. 

j 

18. 2, 19. I 


, R. Morghen. 

19. I 

i 


l8. 2, I9. I 

EX-fET 

Cf. Longhi "sch. of Van- 
gelisti ; infl. by Mor- 
I - ghen 1. 

( )utline reproductions. 

19. I, 2 

j 18. 1 

EX 

! MEZZ 

i 

Reprod. , miscellaneous. 

l8. 2, 19. I 



i 

18. 2, 19. 1 

: ST, EX 

1 ‘ . Bartol r/zi ( //. London ; 

\ cf British Isles). 


Engraver-* influenced by the Master'* i.i 
the previous column, or whose work 
is characterised or localised by the 
remarks in the same place. 


(in Gori' s Museum Flo re n- 
tinum, e.g. portraits of 
painters front the Flo ern e 
Gallery^, C. Gregori [sch. of 
Frey j, A. Capellan {sell. of 
Wagner), I*. A. Martini < e.g. 
interiors of picture galleries ; 
also ilhtstr af J. M. 
Moreau , etc.). 

G. A. Faldoni, G. M. Pitteri 
(e g. af Fiazzetta , Ribera, 
Tiepolo), F. Polanzam, G. 
Cattini {seh. of Faldoni ; af. 
am tent sculpture in Venice, 
etc.). 

Cf G. Canale 'ft. Dresden), V. 
Yangelisti Vch. of Wide), 

C. .V. Porporati {seh. of Beau- 
rarlet), C. D. Melini {sch. of 
Beauvarlet),? . M. Yitali, M. 
Gandolfi {sch. ofBervic,Sharp. 
and Bartolozzi), P. Toschi 
{s< h of Be rvic : af. Correggio). 

P. Campana, F. Cecchini, D. 
Cunego {e.g. in Gavin Hamil- 
ton, Schola Italica Pic tune, 
Rome, 1773), <f F. della 
Yalle. 

Cf. G. Morghen, F. Morghen, 
T. Piroli (e.g. Flax w an' s 
Dante and Iliad), P. Fon- 
tana, F. Rosaspina, G. Folo, 
F. Ambrosi, P. Bon at i, 

Galgano Cipriani, D. Marchetti, 
C. Caiani, A. Perfetti, A. 
Yiviam, D. Chiossone, I. 
Pa von, G. Bonaini, A. 
Marclii, L. Calaniatta f sch. 
of Marchetti \ P. Mercuri. 

1 P. Anderloni, M. Bisi, Ci 
Garavaglia, S. Jesi. 

I 

1 C. Lasinio, G P. Lasinio (e.g. 

[ Florence Gallery, 1817-33). 

1 A. Juvara, A. M. Gilli. 

I G. A Lorenzini ( one plate, af. 
Titian), A. Zucchi, G. 
Baroni, 

G. Marchi ( assistant of Rey- 
nolds), C. Lasinio (col. ; cf. /. 
C. Le Blon and the d' A gotys). 

G P>artoloz7i, G. and M. Bene- 
detti, G. Yitali {sch. of 
Wagner), B. Pastorini, J. A. 
Minasi, M. Bovi, P. Bettelini, 
L. and X. Schiavonetti, G. 
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1 


Date. 

Medium. 

Master, Characteristic. or 
Locality. 

Engravers influenced by the Masters in 
the previous column, or whose work 
is characterised or localised by the 
remarks in the same place. 

18. 2, 19. I 

ST, EX 

( Continued ). 

Vendramini, G. Testolini, C. 

18. I, 2 

! 

j 

ET, EX, 

Reproduction of drawings. 

Lasinio, cf. G. B. Cipriani 
(et. ; the fourteen preceding 
worked in London ), V. Van- 
gelisti, G. Folo. 

G. Zocchi (e.g. af. Elsheimer), ' 

| 

! 18. 2 

CR 

j ET, AO 

Ditto, and miscellaneous. 

F. Bartolozzi, G. Nevay, G. 
Ottaviani < London). 

A. Scacciati, A. Cioci ( the two 

1 

^ l8. 2, 19. I 

18. I 

1 

ET 

Copyists of old master 
etchings (Rembrandt, 
etc. ). 

Class, reprod., etc. ; af. 

preceding af. Gahbiani , Flor- 
ence, 1762), B. Bossi (e.g. af 
Correggio and Parmigiano 

P. Palmieri, F. Rosaspina, L. 

Ademollo, C. Labruzzi. 

Sardi, Cumano, F. Novelli. 

S. Ricci (also 17. 2;, A. Balestra 

18. I, 2 

18. I 

j 

j 

manner of earlier etchers. 

O. B. Tiepolo. 

Views of towns ; the im- 

(also 17. 2), J. Amiconi, 

C. Carloni (original s.) t P. 
Rotari (af. his waste * , 
Balestra). 

G. D., and L. Tiepolo, G. 
Leonard is (also inf. . by 
Canale ). 

M. Ricci, L. Carlevaris, G. 

, l8. I, 2 

j 

1 

mediate predecessors of 
Canale in Venice. 

A. Canale (Canaletto). 

Baroni, F. Vasconi (the two 
last in the Gran Teatro di 
' Veneda ovvero Raccolta delle 

principals Vedute e Pitture 
cite sn essa se coniengono. Publ. 
by D. Lovisa , l ~enice [ 1 720 ?]). 

. Cf G. v. Wittel (Vanvitelli ), 

l l8. 2 ' 

i 

1 

1 

1 

G. B. Piranesi (Roman 

j B. Belotto (Canaletto , M. 
Marieschi, G. F. Costa 
( views on the Brent a), G. 
Zocchi ( views of Florence \ 
A. Yisentini (en. af. Canale ), 
G. Brustoloni (<?//. af Canale). 
Cf G. Piccini (f. 1729 ),cf. G. 

19. i ! 
is. 1 


topogr., antiq., etc.). j 

i 

1 

C arieature. ! 

Vasi (also 18. 1 ; predecessor, 
and perhaps wader of G. B. 
Piranesi ), cf. A. Cioci (e.g. 
Vallombrosa ), F. and P. 

Piranesi, cf. D, Montagu, P. 
Anesi (inf. also by Claude 
school ), R. Pozzi, F. Barhazza 
(af F. Pan ini, etc.), 
cf. L. Rossini. 

P. L. Ghezzi (cf 01. af P.L.G. 

! ! 

1 

18. 1,2 


Miscellaneous. 

by F. Vasconi and ill. Oester- 
reich). 

F. Zuccarelli (e.g. af. A. dd 

i 


i 

Sarto ; worked in London), 

A. Casali (s. : also in 
London), 
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CLASSIFIED LIST OF ENGRAVERS 


Date. 

Medium. 

Master, Characteristic, or 
Locality 

Engravers influenced by the Masters in 
the previous column, or whose work 
is characterised or localised b> the 
remarks in the -ame place. 

18. 2 

l/r 

{ Continued ). 

I 

B. Bosbi {in/l. by P. Boucher ), 
F. Londonio [animals in l. ; 
cf. A. v. d. Velde ), D. B. 
Zilotti (/. ; inf. by Claude 
tradition ; cf. also the Pira- 
nesi ), F Casanova {bottle 
scenes, and L; xoorktd in 
Paris , etc.). 

19. I 



B Pinelli (hi A., social life at 
Rome , etc.), C. E. Liverati 
(London, sch. of Reinagle and 
Briggs ; cf. tl'orlidge and 
Geddes). 

19. 2 


Genre, subject, and land- 
scape. 

A. Piccinni, M. Fortuny I. (S. 'S, 
T. Cremona, A. Fontancsi, 
T. Signorini. 

19. 2, 20. I 

1 

| 

l 

1 

Chiefly landscape and 
arclnt. 

1 

A. Beccaria, (J. Fattori, F. 
Past oris, M. Bianchi, CL de 
Xittis, L. Beltrami, G. Borro- 
meo, C. Chessa {iliustr. and 

1 ref rod.), C. Turletti (iliustr. 1 

j and ref rod. ), L. Conconi, G. 

Miti-Zanetti (/. and g.), C. 

1 

1 

1 

1 

1 

I 

1 

Biseo, G. Kienerk (, dry-foint 
studies), D. Savardo, Y. ! 
Grubicy, P. Nomellmi, M. | 
Fortuny II., D. Motta \tol. 1 
and soft -ground), Ci. Marchetti 1 
(col. ; fl. Bruges, Paris t), F. | 
Vitalini (col.), E. Brugnoli, 1 
V. Guaccimanni (also aq.), K. 
Vegetti, Y. Yigano, C. Casa- 
nova (also aq.), L. Rossi, B. 
M. Disertori, C. P. Agazzi, 

K Arata, E. Bazzaro, L. ; 
Bompard, G. B. Galizzi, G. ' 
Graziosi(^/j-(?ff^. ), (j. Greppi, 

C. Martelli, F. Mauroner, ‘ 

1 ! 

1 

! ! 

1 

1 j 



\ . Stanga, Cl. Ugonia. 



FRANCE 


367 


FRANCE AND FRENCH SWITZERLAND 


Engravers influenced by the Masters in | 
the previuus column, or whose work | 
is characterised or localised by the j 
remarks in the same place. , 

16. I EN Italian influence : *• Jean Duvet ; 

J. Gourmont, C. Corneille A), < 
G. Reverdy, N. Gamier | 
{cop. German engravings). 

N. Beatrizet, N. della Casa, 

P. Thomassin {e.g. antiq. ; 
also 17* O- 

J. Prevost {l\ M. Duval, R. 
Boyvin. 

E. Delaune, P. Woeiriot, R. 

Boyvin {rases, etc.) 

C. Corneille (?), J. Prevost (?), 
N. Beatrizet, N. della Casa, 
16. 2 t M. Duval, J. Rabel, 

T. de Leu { Fl.\ L. Gaultier 
(<7.), J. de Fornazeris, P. 
Sablon, N. and L. Spinnx, 

J. Granthomme, J. Isac ( FI . ), j 
R. Boissard, c). B. Mon- 
cornet {chiefly publ.). ' 

Classical. J. Cousin {cf. sckool of Fon- 
tainebleau). 1 

School of Fontainebleau. L. Tiry, G. Dumonstier, L. ' 

Limosin, A. Fantuzzi (/A, 
D. del Barbiere (/.), G. Rug* 1 
gieri {/.). 

Ornament, archit. J. Androuet Ducerceau, E, 

Duperac {e.g. Fes tipi delC ; 
Anti chit ct di Roma , 15S0). 

16. 2 | Historical. I T. Perrissin, T Tortorel. j 

17* 1 , J. Callot 1 the work of his F. Collignon, I. Silvestre, N. 1 

followers largely com- de Son, 
prising topography ■. 

17. if 2 , 1 c f. A. Bosse \costume, s . , etc. ) % I 

| N. Cochin, S. Leclerc, CL, | 
. N., and A. Perelle, P. Ave- 

line {cf the Pe relit s : French j 
1 Palaces , en. ; aho 18. I >, cf \ 

C. Deruet {a few prints aj. I 
Callot , etc.), cf. I. Ilenriet I 
{Callot 's publ A, cf G. v. 

, Scheyndel ( D . /). j 

Claude ( iellee. i H. Mauperche, I). Barriere. 

t [Poussin.] , G. Dughet. F. Millet, Theo- 

dore, G. Focus. 

j Miscellaneous (fl. Rome). F. Perrier \antiq., statues, etc.), 

I L. Rouhier {riews-, F. P. 

I Duflos {views). i 

Baroccio (/.), Salimbeni C. Vignon, f. Bellange. j 

(/.). : „ 

G. B. Castiglione *. /. ). ; S. Bourdon {cf * aho M. 

! I j Dorigny). 

17. I I 1 Simon Vouet. J P. Brebiette, R. Vuibert. 

! ! i 


16. 2, 17. 1 ' 

16. 1, 2 ET 



Cf. the “Little Masters” 
of Germany. 

16. 1, 2 Classical (fl. Rome . 


Classical (cf. school of 
Fontainebleau). 
Ornament. 

Portrait. 
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CLASSIFIED LIST OF 

ENGRAVERS 

Date. 

1 

j 

Medium. 1 
i 
1 

Master, Characteristic, or 
Local it\. 

j Engravers influenced by the Masters in { 
the pre\ ious column, or vv hose \\ ork 
! is characterised or localised by the 
j remarks in the same place. 

N 

M 

1 

ET | 

i 


’1 j 

1 L. de La Hire, N. Chapron, 1 
’ F. Tortebat, M. Dorigny, j 


I E. Le Sueur {only one etch- 
's ingl), O. Dauphin. 

Miscellaneous (class, re- J. Stella injl. by Callol ), 

prod., etc.). i C. B. Stella (af. J. Stella ), 

A. B. Stella {af. G. Romano , 
i etc . ), Michel Corneille I. and 
i II , J. B. Corneille, N. de La 
Fage, L. Boullongne I., A. 

, Betou { af Pn malice id's Fan- 

: tainebleau frescoes), G. Cour- 

1 tois (af. Tintoretto, etc.), N. 

I Loir, Noel Coypel, A. Coypel 

1 ' a ho 18. i), 1 \ Parrocel ( also 

1 8. i ; af Subleyras , etc.). 

Reproduction of drawings. J. Pesne, J. B. Corneille, M. 

Corneille II. , C. Masse, 

I Jacques Rousseau (the five 

j I preceding etched plates af. , 

| drawings by An. Carracci , ! 

! Titian , Cam pagnola, etc., in 

\ the Jabach collection , about 

j i 1 666 ; most of JabacR s draw - 

I ings, which came in many 

f instances from Charles I.'s 

I collection , were purchased by 

j Louis XIV. for the Royal 

\ museums in 1672 ; a later 

j edition of 283 plates appeared 

, ‘ *» 1754 ). 

■ Publisher and etcher. F. Langlois ( k£ Ciartres ") (suc- 

I ceeded in his business by the 

P. Marietie, who died in 
• 1 1657). 

17. 2 ' , Dutch school. 1 J. Dassonville {cf. Ostade ), P. 

j ; Giftart \af. Potter ; also hist. ). 

I J. Courtois ^battle sub- J. and C. Parrocel, cf. F. 

! jects/. I Casanova (I.; 18. 2). 

17. 1, 2 EN M isc. , class. 1 largely af. ; C. Audran, J. Boulanger, G. 

Lebrun, Raphael, the i Rousselet, J. Daret (also 

; Carracci, etc. > 1 title-fages), F. Chauveau (sm. 

1 illustrations ; partly et.), J. 

Pesne (en. + et. ; cf. G. 
Audran), E. Picart (sell, of 
G. Rousselet; some p . , inf. 

I by Mellan), G. Yallet, F. 

I 1 Spierre (inf. by jMellan), 

t F. Bignon (af. Poussin , etc . ), 

G. Huret ( illustr ., inf. by 
! Rubens). 

1 7 ? 2 G. Audran (largely af. Lebrun ; 

en. yet.), G. Chasteau, C. 
and L. Simonneau (also 18. 

! 1), E. Baudet (also 18. 1 : af. 

' Poussin, Domenichino, etc. ), 
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Date. 


Medium. ' Ma ' ter > nr 


17. 2 , l8. I 1 


Portrait : 

17. i 5 2 EX + ET | (i. , J. Morin. 


EX , in.) C. Mellan (the 
broader manner). 


l8. I, 2 


17. I, 2 ! 

17. 2, l8. 


17. I, 2 


uii. ) Xanteuil ^sch. of 
X. Regnesson, P. 
de Champaigne 
and A. Bosse). 


EN, ET J Ornament : 

^i.) Architectural. 


(ii.) Miscellaneous. 


18. 1, 2 


Engravers influenced by the Masters in 
the previous column, or whose work 
is characterised or localised by the 
remarks m the same place. 


G. Duchange ( note his series ' 
illustrating the “ crafts " j, 
i J. B. de Poilly ( also antiq. ), , 
L. David {script, illustr ., 
etc.). ' 

L. Elle (cf Hollar ), cf J. 

Pesne, C. Le Febure {cf J. \ 
Lievens >, La Mare - Richart 
i {also 18. 1), M. van Platten- 
berg (/., marines ) and p. \ 
N. van Plattenberg, S. 
Vouillemont (c/*. /\ van I 

So /n pel and Snyderhoef) ; J 

Cf. M. Lasne, E. Picart {chiefly \ 
r.), F. Spierre {chiefly s. •, 1 
[ J. J. Thourneyser (Swi.), P. 

I Daret, cf. G. A. Faldoni . 

| (/.; 18. 1, 2), cf M. Pitteri 

1 {/.; 18. 1, 2\ cf F. Polanzani 

{/.; 18. 1, 2) ; 

J. Lenfant (sch. of Mellan ), 
F. de Poillv ( vh. of C. 
Bloemaert ?), N. de Poilly, 1 

N. Pitau I. (b. Antwerp \ 
A. Masson, J. Lubin, N. de 
Larmessin ithe elder', P. , 

I Simon, G. Edelinck {b. 

Antwerp ), J. Edelinck [b. 
Antwerp ), F. Ragot, J. 
Langlois, A. Trouvain, T. L. i 

Roullet, N. Pitau II., 

| P., P. I., and C. Drevet, G. 1 
E. Petit, E. Desrochers, 

‘ N. Edelinck, M. Dossier, 

I F. Chereau, cf. J. Chereau 

{nearer style 0) f. G. Wille \ 

J. Daulle. 

J. Lepautre, J. Marot, 

D. Marot (later in the Hague'. \ 
P. Cottart, J. Berain {style oj j 
! Vatican Loggie), J. Dolivai | 

1 {S. ; af Berain M. liar- I 

dou in (af. f. //. Mansart 1; j 
A. Jacquard r \cf. Delaune , j 
‘ Gedeon L’Egare, L. Cossin j 
j (af Gilles L'Jsgare), N. Loir 1 
( fan-leaves), A. Loir (aho \ 
| 18. 1), J. B. Monnojer [et . , 1 

■ flowers , fruit , etc. ; also in > 
London ), J. Vauquer (vases, | 
flowers , etc. \ P. Bourdon I 
‘(cf. M. Le Blon\ | 

J. Bourguet (cf Bourdon ), J. j 
i Saly (vases). j 


2 B 
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CLASSIFIED LIST OF ENGRAVERS 


j Pate 

i-7,7' 


18. 1,2 ' 


18. i | 
18. i, 2 ! 

i 

l8. 2, 19. I 

! 

18. 1, 2 l 


i 18. 2, 19. 1 

18. 1, 2 1 

18. 1 

i 18. 1, 2 ! 

i 

I 

l i 

i 3 . 1 

I 

I 1 

I 

i 3 . 1, 2 



Medium. 

Master, Characteristic, or 
Locality. 

F n^ravers influenced by the Master', in 
the previous column, or whose work 

1 is characterised or localised by the 
' remarks in the same place. 

MEZZ 


II. Gascar ( also in England), 

' S. Barras, A. Bouys ( also 18. 

! 1), L, Bernard. {See also 

British Isles. ) 

ET 

A. Watteau, F. Boucher 

Cf. C. Gillot ( J Vat tea it's 

master), C. X’atoire, M. B. 
Ollivier, J. B. M. Pierre, C. 
Hutin, F. Hut in {ancient 
hist., alleg. ) , L. F. Dc la 
Rue, P. Lelu {also some 
prints of old master draw- 
ings ; also 19. 1), cf J. El. 
Fragonard. 


Reprod., af. French anti 

J. Mariette ( also cn. , and publ. ), 


Italian class, painters, 

C. A. Coypel, P. Subleyias, 


etc. 

P. I. Parrocel ( also statues af 
Bernini), C. A. Yanloo, L. J. 
Le Lorrain, 

J. M. Yien ( prepares the way , 
to J. DavicT s classical 

revival ), J. J. Lagrenec, J. ! 

, F. P. Peyron. 


Landscape. 

A. Manglard {inf. by A, v. d. 
Cabel ; cf also early Piranesi 
school ), C. J. Yernet (?) [a few 
prints at t rib. ; sell, of Slang- 
laid), II. Robert, 

J. J. de Iioissieu, B. A. Dunker 1 
( Swi. ; sch. of J. P. Hackert j ! 
also Szviss hist.). 


Miscellaneous. 

J. B. Oudry u till life and g.), | 

1 


J. Puereux [character heads). , 

EX’ 

i.'i Chiefly af. Watteau ^ 

J. Audran, N. H. Tardieu, N. 1 


and Greuze the style 

de Larmessin (the younger; ( 


of engraving being 

{also p J ates in the ‘‘ Cabinet j 
Crozat," 1729-, C. N. Cochin 


based on G. Audran j. 


I I., P Mercicr, 

I F. Joullain (also puMP, G. J. 

[ B. Scotin 1 also in England : 

af Hogarth , etc . ) , L. Cars, 

I B. Audran II., M. Aubert, 

1 P. A. Avelino, L. Crepy, J. G. 

Huquier {decorative panels) ; 
ii.' Mw\, af. Watteau 13 . Audran I., C. Duties, J. 13 . 

Mihoi il an l cla-.^ical. Ilaussart, X. Edolinck", L. 

i Des places, C. Dupuis, r. 

I Simon neau, L. M. Cochin 

1 nte Hortemels) {wife of C. A. 

C. I. ; s., and p. i, F. Hor- 
temels, S. II. Thomassin, 

L. and 1*. L. Surugue, J. Moy- | 
rcau {at. floiizverman), T. B. i 
; Masse , X\ G . I)u puis ^ Dresden 

! gallery, etc. >, 13 . Lepicie, 

i Bernard Baton ( also m 

j London; af. Ifoga/th, etc.), 
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Date. 

1 

Medium. 

Master, Characteristic, or 
Locality . 

1 

l 

l8. I, 2 

! 

1 

EX 

| 

| ( Continued ). j 

! 


18. 2, 19, 1 


18. 1, 2 

1 Topography. 

18. 1 

EX -f ET The illustrators (largely 

■ 

1 af. designs by ( Iravelot, 

; 18. 1, 2 

C. X. Cochin II., 

j 

Eisen, J. M. Moreau, 


C. Monnet, C. P. 

1 

Marillier,. 


18. 2 


Engravers influenced by the Master-* in 
the pre\ious column, or whose work 
is characterised or localised by the 
remarks in the same place. 


J. M. and J. E. Liotard 
(Swr.), S. F. Bavenet I. 1 
(aho in London : af Hogarth, 
etc.), S. F. Ravenet II. {af 
Correggio, etc.), J. P. Lebas \ 
{chiefly af Hutch), P. F. I 
Tardicu 1 af Oudry, etc.), P. I 
Chenu {af. Dutch, etc.), J. 

J. Ralechou 1 af. C. J . / ernet, ! 
etc.), P. F. Basan {chiefly 
woi/ctd as fu hi.), J. J. and C. 

J. Hipart(<r/^ Greuze , Longht, 
etc. : sch. of l Vainer 1 n Venice). 

J. J. Aliamet 'af Bcrchem, 

C. J. I 'ernet , etc. 1, I > . C. 
Levesque (af Boucher, etc. , 

L. S Lempereur (af Rubins, 
eu\), J. F. and C. F. Beau- 
varlet, J. C. Levasseur, P. L. 
Parizeau (sch. of Wille ; also 
et., at/.), N. B. F. Deque- 
vauviller {af. Ifynants, tic. 1, 
P. C. Ingouf (sc/t. of J \ J. 
FI 1 part : af Greuze, etc.), K. 1 
Gaillard, , 

L. M. Ilalbou, F. R. Ingouf | 
(infl.offVille), J. MathieuJ. ' 
B. Patas, M. Blot, R. Delau- j 
nay.C. L. Lingee, ( 1 . Malbeste 
(af Rembrandt, min'. Dutch, 
etc . ), T- Touche (published 
“ Galerie du Palais Royal," 

1 708- 1 80S. 3 zy/j. 355 plates \ 
j. Bouilliard (joint pit hi. 701th ■ 
preceding of the Gal. du. Pal. 
Roy.), A. L. Romanct, J. L. 
Delignon, P. Triere 1 the three , 
preceding c n. for the “ Palais , 
Royal" P. Audouin (af 1 
Dutch genre, J. Steen, etc . ). 

J. Rigaud (Palaces, Fiance and 
England , C. X. Cochin II. 
(French scapoiis). 

C. Gillot (et . ), B. Picart (also in , 
Amsterdam \ ; 

P. Soubeyran : a f. Cochin If., 
etc.), II. F. ( 1 rave lot ‘‘also in 
England: chiefly draughts- ! 
man , C. X. Cochin II. ' also 
topogr. 1, J. J. I ‘ast juier, C. 
Eisen <e hie fly draughtsman . 
f. C. Ba<juoy, X. Le Mire, (i. 
de M. Aubin ' h\> s an thus- , 
trator than A. de St. A. 1 , 

A. de St. Aubin * many par- . 
traits , P. P. ('ho fifard < 7 ie- 
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CLASSIFIED LIST OF ENGRAVERS 


! Date. , Medium, 


18. 2 EX + ET 


18. 2, 19. 1 
18. 1, 2 


i 3 . 2 


18. 2, 19. 1 


I 


18. i,2, ET 


1 

1 


i 


Master, Characteristic, or 
Locality. 


I 

{Continued). 


L. Ficquet (miniature 
portraits for illustra- 
tion, cuC.). 


| 


The Amateurs, archaisers, 
copyists, etc. : 

(i. ) Largely reprod. of 
draw ings. 


(ii.) Miscellaneous. 


(iii.' Archaisers, copy 

ists. 


F.nijTavers influenced by the Masters in 
the previous column, or whose work 
is characterised or localised by the 1 
le marks m the sani^ place. j 

I 1 

vette ornament \ T. de Lon- 
i gueil, N. Delaunay, E. de j 
Ghendt i'/* 7 .), C. 1 '. Manl- 
Iier, J. K. Rousseau, J. M. 
Moreau lie jeunej, L. J. 
Masquelier ' also af. Ido re me 
gallery, and Stviss pictures ), 
A. J. Duclos, ]. B. Simonet, 

I. S. Helman, A. Borel [also 
| aq ), L Binet, S. Freuden- 

berger, F. M. I. Queverdo, , 

J. Dambrun {almanac prints , j 

af Quiverdo), j 

R. Delvaux, N. Bonce. 

Cf. C. X. Cochin II. {his et. 
frequently finished with the 
graver by others), . 

J. B. Grateloup, B. Savart. A. 

1 de St. Aubin, L. J. Cathelin, 

j C. E. Gaucher, < 

I G. L. Chretien, F. Quenedey, : 
C. B. J. F. de St. Memin 
{the three preceding used the 
* physionot race a mechanism 
for transferring profile to 
paper , invented by Chretien, 
as a basis for their engravings 
which was partly done in aq. 

I See H. Vivarez, Bulletin de 

j la Soc. Arc Idol., “ Le l leux 
Papier Lille , 1906 . 

; B. Bicart (e.g in his Impos- 
tures innocent cs, Amsterdam, 
1734 b Comte de Caylus, J. 1 
1 de Jullienne, B. P. A. 1 

| Robert, P. J. Mariette {col- , 

j lector and fubl.), Comte de , 

! St. Morys 1 e.g. JDisegni origi- 1 

noli. . . . incisi ed i m it at i 1 
neW loro grandezza e collore, ' 
London , 1794), B. Lelu {also 

19-1); ( ; 

Marquise de Pompadour ( vig- 
nettes , and af. J. Guay's 
gems), Abbe de St. Non {e.g. j 
af Fragonard, and antiq. ; | 
also aq . ) ; 

C. LI. Watelet, A. de Marcenay | 
de Gliuy {closely hatched dry - 
1 point: s., 1 . , p. , imit. Rem - j 

' branch), J. B. Norblin {imit. j 

i Rembrandt, etc.), Sauveur 

Legros f mi sc . , etc. ; cop. 

Rembrandt , etc. J. Duplessi- 
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Date. 

Medium. 

1 

Master, Characteristic, or 

J Locality. 

1 

Engi avers influenced by the Masters in ' 
the previous column, or whose work 
■ is characterised or localised by the 
| lemarks in the same place. 

18 I, 2 

19 . I 

ET 

( Continued). 

! . ' 
Bertaux (infl. by Callot and 1 
Chodowiecki ; illustr. of the ! 
French Revolution j, D. 

Vivant Denon (af Rem- 
brandt etchings , old master \ 

drawings, etc.), C. Echard 1 

(cf Potter and Ostade), 

J. J. de Claussin (af Rem - \ 
brandt etchings and draw - \ 

ings, etc ) I 

w N 

00 ~ 

M 

00 

MEZZ 

| 

i 

English influence. 

J. C. Le Blon ( G .) (colour 
prints). 

J. Simon ( ft . London ; af. 

Kneller , Dahl , etc.). 

J. F.,J. B. A., A. E , E. , L. C., 
and F. Gautier d'Agoty, J. 
Robert (?) f also en. in colours ), 

P. F. Tardieu (?), G. F. Blon- 
del (arc hit. , in ft. by Piranesi ). 

18. 2 

19. I 

ST 

j 

1 

| 

Largely influenced by 
llartolo 77 i and his 
school in England. 

1 G. Vidal, V. M. Picot (also 
London ), X". F. Regnault 
( also at/.), L. C. Ruotte (also 
London), T. Boillet, E. and 

P. J. Challiou, J. L. Julien, 

L. Legoux (also London?), 

A. Phelippeaux, J. Godefroy 
(sck. of J. P. Simon, 

\ London ), Cazenave, G. 

' Maile. ( Cf. also British Isles. \ 

l8. I, 2 

I 

1 CR 

Monochrome and colour. 

J. C. Francois, G and CL A. 
Pemarteau, L. Bonnet, S. 

C. Miger. 

N 

CO 

M 

AQ 

Monochrome. 

1 J. B. Le Prince, Abbe de St. 
Xon. 

l8. 2, 19. I 

; AQ, CR, 
etc. 

E. Janinet ( monochrome 
and colour 1 !. 

C. M. Descourtis, P L. Debu- 
court, L. Le Coeur, A. F, 
Sergent-Marceau, L. Guyot, ; 
P. M. Alix, L. J. Allais 
(hist., etc.), J. A. Allais (also 
mixed mezz . ). 

l8. 2 , 19. I 

EX 

EX, ST 

J. G. W’ille [C.). 

P. P. Prud'hon. 

S. C. Miger, F Godefroy (sch. 
of Lebas ), J. and J. B. R. E. 
Massard, C. C. Bervic, P. 

A Tardieu. 

F. J. E. Beisson, J. L. Copia, 

B. J. F. Roger (sch. of Copia), 

J. Piudhon. 

19. I 

j 

EX 

Miscellaneous, reprod. 

A. Girardet (af. ancient sculp- 
ture, etc . \ C. P. J. Nor- 
mand (outlines in London's 
“ A nnales du J/nsJe, ” 1S01- 
24 ; also in “ Reeueil de de- 
corations inttrieures," 1812), 

L. Croutelle (af Velazquez ), 

J. Godefroy (also st.), J. 
Mecou ( p . of Russian Em- 
perors), E F. Lignon, P. X. 
Bergeret (sch. ofj . L. David 

i 
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CLASSIFIED LIST OF ENGRAVERS 


i .1 

| Engravers influenced by the Musters in 1 
the pre\ ious culumn, or whose work ! 
j i» characterised or localised by the . 
J reinaiks in the same place. 


Date. 


Med 'uni. 


Master, Characteristic, or 
CocahtN. 


i9- 


19. 1. 2 


19. 2, 20. 1 


18. 2, 19. 1 


EX {Continued')* 


Boucher Desnoyers. 
F. Forster. 


Henriquel-Dupont. 


ET 


Transitional : 


I A. B. B. T aurel f sch. of Bervic; 

j af. i S 2S settled in Amster - 
dam), A. Re veil {et. outlines 
for publications of London , 
J. Duchesne, Cuirac, etc.). 

F. ]. Deque van viller, 

! A. J. B. M., and A. T. M. 

; Blanchard, 

J. F. Joubert {also in England ), 

• J. M. St. I’ve, A. Francois, 
j F. E. A. Bridoux, J. M. R. L. 

1 M assart l ' individual manner, 
irregular hatching op short 
lines, nearer et. ; note stn. p. 
in f. Claret ie' s il Pti litres et 
scid pteurs content fora ins , 5 * 

1SS2, 18S4), G. Levy, G. X. 
Bertinot, [. B. Danguin, 
J. G. Lcvasseur, J. J. Sul pis 
>cf his son, E. J. Sulfis, 
who uses more et.\ 

J. B. M. Sou my, E. Kousseaux 
U'sf. af. Ary Si heft 1), J. A. 
Annedouche ( also mezz.), 
II. J. Dubouchet, C. F. Gail- 
lard (close shading: lightly 
engraved lines nearer et.), 
C. E. Thibault, A. Diclier, 
A. J. TIuot, A. andj. Jacquet 
{e.g. af. il/eissonier ), E. Gau- 
jean {en. 4 -et. ; cf % Gat Hard ; 
also col. ), J . Fatricot. ( Cf. re - 
productive etchers ; the two 
groups tend to approach eaih 
other closely in technique.) 



i.) Miscellaneous. 

Sauveur Legros, J. A. D. In- 
gres ( f . ), X. T. Charlet ; 

19. I j 


E. Delacroix (y . ), A. ( i. Decamps 


ai.) Land- cape. 

B. J. Baron, E. Bier}" {Mery on s 



master), A. Calame f.S wi.), 

1 


L. H. F. A demand {nearer 


Modern spirit : 

(tt) Born before 1S40 — 

modern l. school). 

19 1,2' 


(i.) Barbizon school. 

J. B. C. Corot, T. Rousseau, 
C. Jacque, J. F. Millet, lv. 
Bodmer {Szvi.) ; 


1 ii. \ Miscellaneous land- ' 

F. Huet, L. Marvy 1 ^oft ground , 

j 

scape. 

C. F. Daubigny. L.Daucherel, 
A. Appian, L. A. Ilervier, J. 

i 

1 

J. Veyrassat, A. E. Delauney, 
C. II. Toussaint, L. A. Brunet- 
j Debaisnes {also reprod.), A. 


1 

| 

Taiee ; 
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1 j 

Date. Medium. 

Master, Characteristic, or 

T ocality. 

Engra\ers influenced by the Masters in , 
the pre\ ious column, or whose work 

L characterised or localised by the 1 
remarks in the same place. 1 

19 1, 2 FT 

| 

! 

L 

(iii.) The etchers of 
Paris. 

C. Mery on, M. Lalanne {a/so ( 
reprod .), A. Martial Pote- 
mont, Gabrielle Niel (sch. 
of Met yon), A. Guillaunun ; 

1 

1 

; i 

iiv.) Subject, daily life. 

J. L. E. Meissonier {cf reprod. 
etchers), T. Valerio ig. ; [ 
Pastern Europe ), I\ A. Jean- 
ron, J. J. Tissot ^script . , and 
misc. ) ; 

1 

v.) I mpressionists. 

(\ Pissarro, E. Manet strictly 
“ Realist"), H. G. E. Degas, 
cf. Mary Cassatt {* 4 .) ; 

i i 

: 1 1 

, i 

j 

v vi.) Miscellaneous. 

I 

! 

j 

1 

1 

1 

M. G. Desboutin t/.), A. T. 
Kibot {g. ), R. Bresdin, C. 
Chaplin ( fancy s. ), F. Chitllart 
(alleg. ), J. de Goncourt (/. , j-. , 
etc.), A. Queyroy (topogr . , 
and g.), A. I. ancon ( animals , 
military , and 1 . ), L. N. Lepic 
alleg ., animals , /., etc.), F. 
Bracquemond {also reprod. ), 

1 J. Jacquemart {also reprod.). 
j A. Legros ( fl. England) ; 

i i 

(vn.) Illustrators. 

A. Lalau7e, P. Avril ; 


19 2, 20. 1 



(viii.) Publishers and 
printers. 

(/>) Born since 1S40 — 
ti. ) Miscellaneous. 


A. Cadart, A. Delatre ; 


! O. Redon, A. Rodin, A. Renoir, 

B. Morisot, L. Lhermitte, P. 
Renouard, A. Forel {Sw/. , 
II. Guerard, J. F. Raffaelh, 
F. Buhot, A. Besnard ( p .), 
A. Lepere, H. Paillard, J. L. 

I Forain, P. G. Jeanniot, H. 

S Boutet \ dry-poiid , studies of 
figures and heath), L. M. 
Boutet de Monvel ( itlustr . >, 
X. Goeneutte, F. Courboin, 
E. v. Muyden ( Swi. ; fl, 
Paris : ani/na/s\ T. Roussel 
(fl. London ), I„. Legrand, A. 
j T. Steinlen, G. Leheutre, E. 

! Bejot, E. Chahine, A. Dau- 
chez, P. Ilelleu, T. Minartz, 

C. Iloudard, C. Huard, P. 
M. Roy, L. Delteil, J P. V. 
Beurdcley, II. Matisse, P. 
L. Moreau, B. Xaudin, A. 
Beaufrere, A. Brouet, A. Ber- 

! ton, C. Heyman, J. Frelaut, 

I II. Vergeserrat ; 
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Date. 

Medium. 

Master, Characteristic, or 
Locality. 

Engravers influenced by the Masters in 
the previous column, or whose work 
is characterised or localised by the 
remarks in the same place. 

| 1 

19 . 2 , 20 . I 

i 

ET : 

1 

! 

(ii.) Colour-prints, etc. 

II. Guerard, R. Ranft (orig., 

1 and af. J. A/. /K Turner, \ 

1 etc.), M. Rob be, J. F. 

Raffaelli, P. G. Jeanniot, L. 


I Legrand, A. Lepere, C. 

Houdard, T. Roussel, A. T. 

| Steinlen, C. Cottet, E. De- 
| litre, A. Muller (a/so /. ). G. 
Trilleau, J. Villon, C. Maurin, 

! F. Jourdain, E. Boutet de 

I Monvel, A. Brouet { of. 

I Corot ), A. Lafitte, L . Riche, 

j R. Lorrain, M. Simonrfet, 

I G. de Latenay, G. Eychenne ( 

(animal and plant). 

Reproductive. J. Laurens, T. N. Chauvcl, L. j 

Flameng ( FI. ; also on.), M. 
Lalanne, F. Bracquemond, , 
i J. Jacquemart, B. Damman, 

, J. Carre, E. M. Greux, 

! P. A. Rajon, H. Guerard, | 

E. Boilvin, C. L. Courtry, 
j 1 C. A. Waltner (sc A. of Hen- 

j riquel- Dupont) ; A. Mongin, 

I P. E. Le Rat, L. Monzies 

(the three preceding, much aj. 

I Aleissonier ) ; E. A. Cham- 

pollion, F. A. Laguillermie, 

< E. J. Sulpis, A. Mathey- 

Doret, F. Jazinski (Polish). 

19. 1, 2 ' MEZZ Miscellaneous J. P. M. Jazet (also aq .), G. 

Maile [e.g. af. C. A/. Ditbufe , 
also st .), T. A. Annedouche 
(also en.) y H. Guerard (a few 
1 in col.). 
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SPAIN AND PORTUGAL 


Date. 

Medium. 

1 

Master, Characteristic, or 
Locality. 

Engravers influenced by the Masters ini 
the previous column, or whose work j 
is characterised or localised by the 
remarks in the ^ame place. 

17. I 

ET 

Largely Italian influence : 


17. I, 2 

17. 2 


T.) J. Ribera. 

(ii.) Miscellaneous. 

1 

Cj. T. F. de Liagno ; 

V. Carducho (/.), F. de 
Herrera I., P. Angelo (/., 
title-pages, etc.), 

J. Martinez (/.), C. Coello 
{title-page, 1683), 

M. Arteaga {archil., p.), J. de 
Valdes Leal {arc hit.), L. de 
Valdes {also 18. 1 ; devotional 
prints), J. Garcia Hidalgo 

18. I, 2 


French influence (cf. M. 

{also 18. 1 ; cf. Reni school ). | 
J. B. Catenaro {Jl. 1700?), ; 

l8. 2, 19. I 

ET, AQ 

Dorigny, etc.). 

Italian etchers (cf. Tie- 
polo). 

M. S. Maella {also 19. 1), 
X. Barsanti {af. L. Giordano ), 
Juan Barcelon {af. L. Gior- 
dano, etc.). 

F , Vieira {infl. by Salvator 
Rosa), J. de Castillo {af. L. 
Giordano \ R. Bayeu y 
Subias {af. Guercino, Ribera, 
etc.), A. Carnicero {e.g. bull- 
fight ; also 19. D. 

Francisco Goya. 

l8. 2 

EX 

Italian influence. 

I. A. S. Carmona. 

1 

1 

1 

1 

! 

X. G. Dupuis, J. G.Wille, , 
G. F. Schmidt, and 
the French school. 

! R. Morghen, etc. 

J. B. Palomino {also 18. 1 ; 
the first professor of engraving 
in the Academy of S. Fer- 
nando, founded 1752 ; f. of j 
Kings of Spain, 1774), J. da 

S. Carnerio {Portuguese, p., ! 
etc.), M. S. Carmona {also 19. 

I ; sch. of N. G. Dupuis), P. 

P. Moles {sch. of N. G. \ 
Dupuis), F. Selma (sell, of 1 
J/. X. Carmona), L. F. 
Noseret. 

T. L. Enguidanos, F. Mun- 1 

l8. 2, 19. I 

; 19 - 1 

J 

i 

taner, J. Ballester, J. de la ' 
Cruz. G. Gil \en.? publ.\, 
B, Vazquez ( also st., af. Zur - 
6a ran , Mor, etc.), 

1 Bias Amettler (sch. of ill. S. 

’ Carmona), 

j M. E. de Sotomayor, G. F. 



1 

de Queiroz (sch. of Bar- 

i 


| 

tolozzi 1, R. Esteve. 

19. 2 

ET 


1 M. Fortuny I. (fl. Italy), R. 

1 

1 

i 19. 2, 20. 1 

L_ 

i 

j 

de Egusquiza t large />., s., 
etc.), C. de Haes l.), Galvan 
( p. , etc . ), 

C. Araujo (reprod. Prado), B. 

i 
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CLASSIFIED LIST OF ENGRAVERS 


Medium. 


Master, C haruderistic, or 
Locality 


' Ln^ra\tr- influenced by the Mazurs in | 
the pre\ lolls column, or whose work 
is characterised or locali>ed b> the ( 
remarks in the same place. i 


19. 2, 20. I KT Continued . M. Montaner ' repred. j, K. , 

de los Rios ( rep rod. and ' 

; ’ or/p . }, I). Yierge ui fzo 

\ plates ' , M. Fortuny II. 1 Jl. 

Italy ? ), P. Picasso. 


TIIE BRITISH ISLES 


16. 2 ' EX 


16. 2, 17. 1 [ 

' I 

1 



17. 1. 2 


17. 2, 18. 1 


1 

1 

1 17. 1 , ~ r.x 



The earliest line-engravers 
working in England. 


Chart engravers. 


\Y. Rogers. 

Miscellaneous ( p. , title- 
pages, etc,. 

Foreigners in England. 


Native engravers i p., title- 
pages, iilustr. •. 

William Faithornc' chiefly 
portraits . 


Small portraits, title- 
pages, etc. 


Miscellaneous subjects. 
Reprod., class., and rnisc. 

\Y. Ilollai i b. Prague }. 


Miscellaneous. 


| (it* minus (PI), Shute (?-, F. and | 
R. Hogenberg (II. or GP), \ 
M. ( Iheraerts I. (PI; also el), \ 
T. de Bry (PI), Rutlinger 
( FIorGPt ); 

II. Cole, R. Lyne, A. Rj tiler, 
B. Wright [also 17* 1 * in 
1 Italy, ete . ). 

I R. EKtrack. 1 

* T. Cockson. L. Johnson, W. 
i Kip 1 /naps , ; 

j F. Delaram, W. Hole. 

S. anti W. v. d. Passe (DP, 

! J. and M. Droeshout ( FI > , i 

! Cornells Boel [PI), T. Barra 

1 PI ., C. Le Blon {PIP, I.. 
j Yorsterman (PI >, R. v. 

! Voerst < PI), C. v. Dalen I. | 
(D. 1, P. Lombart ( Plor F. ' . 

| W. Marshall, T. Payne, T. 

Cecill, G. Clover. i 

I R. Vaughan, T. Cross, A. 
Ilertochs ' D . / 1. | 

D, Loggan 1 G. R. White, cf. 

P. Lombart [PI or P. A, cf. \ 
A. Blooteling (D. , P. Van 
der Bank \D.P. \ 

F. II. Yan Hove, M. Burghers 
1 Oxford Almanacks, etc.), j 

M., G., and J. Yan der 
( iucht. j 

P. Tempest (e.". 1 £ Cries of 

London * ' af. Laroon /. , 1 6SS . ^ 
Sir X. Dorigny 1 F. ; af. Raphael 
cartoons^, S. Gribelin \P\ ; 
at. Raphael cartoons '. \ 

R. Gay wood, I>. King ( e.g. in 
Du "dale' t “ Pfonasticon " i, F. 

| Barlow \e.". in Mrs. Bohns \ 

Ml sop, 1666 1, T. Dudley 1 

I (in 2nd ed. of Bthn s -Lwp, 

1 16S7L j 

J. Evelyn (IP, 

; J. Grittier 1 animals and insects 
af. Bari zo, etc. ; at so mezz. ), 


THE BRITISH ISLES 


3 79 


Medium. 


Master, Characteristic, or 
Locality. 


i7- 


17. 2 

2, 18. 1 
17. 2 


T* 7 . I, 2 
# 17 . 2 


18. I 


18. I, 2 


l8. 2 


l8. I, 2 


18. 


2, 19. I 


LT 


I 


' Emjra\ers influenced by the Masters in i 
the preMous column, or \\hor.e work t 
is characterised or localised by the ! 
remarks in the same plat I 


( Continued ). 


Topography. 


MEZZ , Ludwig von Siegen (6*.\ 
Prince Rupert yG.) fthe 
I engravers folio wing 
worked largely a f. Lely, 
Kneller, Wishing, Dahl, 

I Clostcrman'. 


EN | Antiq. , hist., portrait, 
! etc. 

Topography and archit. 


Landscape. 


W. Woollett (sch. 0/ 
j Tin my). 

V'. Byrne. 


\Y. Hogarth. 


, Publisher-engravers. 


F. Place ( animals af. Bar- 
hie, etc.: also mezz, i; M. 
Laroon I. (of. 0 etude 

L. Cheron (F.; ref rod . , class. ; 
ill ust t\ ). 

\V. Lodge : also en.), J. Rip 
(D. ; e.g. 4 4 Britannia Illus - 
trataf 1707-8; Stoic's Sio- 
7 'eVy 1720; animals af. Bar- 
low : a l so 18. i\ ' For other 
iofogr. prints, of. 18. I, en. ) 

\V. Slier w in, F. Place (also 
18. I E. Luitreli (also 18. 
11, Sir C. Wren A. 

Blooteling (Z>. ; England , 
1^73-76', G. Yalck 1 D. ; also 
18. 1), J. Van der Yaart (D. ; 
also 18. if, P. van Stuner 
(/).', IL Gascar (F . ), A. 
Browne ( fubl . ; mezz. / , R. 
Tompson f pit Id. : mezz, t), 
J. and I. Oliver (7 vork by 
either father or son : fo sibly 
by both 1, I. Beckett (also 18. 
l\ \Y. Faithorne II. (also 
j 18. i\ B. Lens also 18. 1 
R. Williams, P. ("oomhes. 

| R. Robinson, W. Vincent. 

G. Yertue \stli. of M. fan dr 
Giieht ; cf his f. 101th J. 

1 Ifoubraken). 

J. Harris, H. Hulsbergh (e g. 
i in C. Campbell , 44 J it ntvius 
Britannic us f 1717I, 

S. Buck, E. Rooker, T. Bowles, 
J. Tinney (aho tmzz. jm 
P. C. Canot ( F. ; af Claude, 
and Dutch masters , T. B. C. 
Chatelain i F. ; in ft. by Claude 
and Poussin ■, F. Yivares (F.) f 
T. Major 'also p. and s. 

J. Peake; J. Pye I. • of T. 
Major) ; 

J. Browne, W. Ellis, T. Morris*; 

S. Middiman (also 19. i\ T. 
Landseer \aCo 19. 1', cf. ]. 

G. Schumann (G.; z corked in 
London). 

G. J. B. Scotin II. ' F. . Bernard 
Baron \F. \ S. F. Ravenet I. 
(F.\ L. Sullivan, C. MoMey, 
cj. L. P. Boitard, C. Grignion. 

T. Cook ( u Ilogaith Restored,"* 
1S06 . 

John and Josiah Boydell. 
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j I >ate. 


Medium. 


Engravers influenced b\ the Masters in 
Master, Characteristic, < r the previous column, or uho«e work 
Locality. I is characterised or localised hy the 

1 remarks in the same place. 


l8. I, 2 


18 . i j 
18. 2 | 

l 8 . 2 , 19 . I I 


18 . 2 


l8. 2 , 19 . I 
l8. 2 


l8. 2 , I 9 . I 


19. I i 

IQ. I, 2 


18. 2 


l8. 2 , 19 . I 
18. I 


i:x 


Calligraphic ami mi -sc. 
Portrait. 

Classical, miscellaneous, 
anti reproductive. 


Subject and historical 
tfor Boyd ell, etc.}. 


F. BartoIozA. 


I Illustration (af. Stothard, 
j Smirke, R. Westall, 

1 Burney. Hamilton, R. 

Corbould, etc. . 


Architectural. 


Portrait. 


Animals. 

Idealistic subjects. 
FT ( Miscellaneous. 


G. Bickham 'author of lt Uni - J 
versa l Penman "). j 

Richard Cooper I. (aho mezz.'. 

| 

.V. Lawrence (seh. of Lehas : \ 
certain plates Jbiis lied by 7 \ 
Major \ 

Sir R. Strange 'seh. ef. R. 
Cooper 1, T. Cham bars f for \ 
Boy del l, 1 tc . ) , F. G. Aliamet ! 
( F .; worked under Strange), < 
R. Cooper II. \ e.g. af Rem- i 
brandt; also el and ap.), T. 

I follow ay ( af. Rap ’ at l ear- \ 
toons y W. Sharp, A. Smith 
(also it. ; mi sc. ill tat r . ). 

J. Hall (e.g. af. I lest,, J. B. ! 
Michel ahv st.\ W. C. 
Wilson, F. Legat, G. Noble 
(e.g. for Bowyers Hum , , 
1806 ■, W. Skelton (y., and 
p. ; aho st. 1 ; | 

J. K. Sherwin \also it.) (A". B. 
most oj the other st. engravers 
of the Bart, lozzi school also 
engraved in line', > 

J. Summer held, I. Taylor II. 

A. Walker ( ?e/i. of Tinner , W. 
Walker (/. af. Sandby ; j., 
etc. 1, I. Ta} lor I., ' I 

J. Collyer (aho it. ; seh. of A . I 
Walker's, J. Parker (also si. , 
partner of IV. Blake in 1784, , 
C. Warren. j 

J. Basire I. and II., J. Fit tier 
{e.g. “ Scotia Pep id a " ; also \ 
marines and mise. illustr .), 
J. Le Keux, II. Le Keux 
( also miic. ilhutr.), j 

G. Cooke i some prints af. J. . 
Af. IV. Tun ter), J. Coney 
(European cathedrals , London 
views), 1 

J. W. Archer (e.g. London 
views', J. Basire III. (e.g. for 
Gougli s “ Engliih Cathe- 
drals " ; also af. Turner, etc. 1. 
T. Trotter (af early English 
paintings \, j. Ca Id wall ( aho 
st.; a pew /.), W. Bond (af. , 
Reynolds' . j 

T. Bewick (only a few plates''. 

W. Blake (mixed methods), K. 

Calvert (If). j 

P. Tillema n s { FI. ; battle pieces ) , 1 
P. C asteels f El. ; birds and p. > . j 
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Date. 


l8. I i 

l8. I, 2 j 


18. 2, 19 I 


l8. I, 2 


l8. 2 


l 8 . 2, 19 . I 


18. I 



1 Engravers influenced by the Masters in 
Master, Charactet istic, or the preMous column, or whose \\ 01 k 
Locality. I is characteristic or localised by the 

remarks in the same place 


ET 


MEZZ 


1 


s 

I 


Etching in combination 
with 1 chiaroscuro 5 
blocks. 

Landscape. 


Satirical. 


Miscellaneous (archaisers, 
copyists, etc.). 


Subject. 


John Smith (a/so 17. 2) 
^largely af. Kneller, 
\Y is sing. Van der 

Yaart ). 


A. Pond, C. Knapton (cf 17. 

I, mezz., E. Kir kail, and 19. 

I, en. , Baxter). 

, C. F. Zincke ( G .), G. and J. 
Smith (of Chichester ), J. J 
Goupy (prig., ami at. C/audt , ; 
and S . Rosa), T. ( Gains- 
borough (also soft ground 
and aq.). 

\Y. Hogarth (also en. ), T. Patch 
(imit. Ghezzi , etc.), 

J. Bretherton (e.g af. Bun- 
bury), J. Sayers, T. Rowland- 
son, J. Gill ray, Robert and 
Richard Dighton. 1 

J. Richardson I. (/>.), T. Wor- 
hdge (p., gems, etc.) (cf. L. 
B. Coders ), B. Wilson (p., 
and cop. Rembrandt etchings), ! 
W. Baillie (/., cop. Rembrandt, , 
etc. ; also cr. and mezz.), | 

• R. By run (imit. Rembi andt), j 
A. and J. R. Cozens (/.), B. 

1 Green ( e.g. soft ground in 

\ drawing-books), T. Yivares 

(e.g. soft ground after Mor- 
lanil), Edward Edwards (/.), 

S. De Wilde (also 19* 1 
mezz.? see In. icx, Paul), J. 
Hazard (cop. Rembrandt), J j 

! Bretherton (cop. Rembrandt , [ 
! etc . ; also sal ir.), D. Deuchar * 
(af. D. and FI. masters ; cop. 
Rembrandt , Ostade, etc ), J . 

T. Smith (also 19. 1 ; /. , 

1 beggars, elc.). 

J. Barry, J. H. Mortimer (itifi. 
by S. Rosa). 

! R Pollard (af. Smirke, Wheat- | 
j ley, etc.), R. Westall (e.g. 
s., in soft ground; also , 
mezz.), J. H. Ramberg (also 
plates on proport, of human 
body). 

G. White, J. Faber I. (D.), J. 1 
Faber II , G. Bockman, G. ; 
1 Lumley, J. Simon (/'.), P. 1 
Pelham (af. 1726 in Cf.S.d.), j 
F. Kyte, P. van Bleeck (/).}, ' 
W. Robins (e.g. Founders of \ 
Colleges, Oxf. and Camb.), T. { 
Beard. J. Brooks, T. Frye, ! 
I A. Miller (the four preceding 
1 worked in Dublin ), T. Ryley, 

J. Tinney (also en.), Richard | 

Cooper I. (also en.). j 



CLASSIFIED LIST OF ENGRAVERS 



| 

- 

Engravers influenced by the Masters in 

Date. 

Medium. ! Ma5ter - Characteristic, or 

t Locality. 

! * i 

the previous column, or whose work 

is, characterised or localised by the 

1 

| 

remarks in the same place. 

i 

1 

! 


1 8. i MEZZ , Colour prints. 


18. 2 


Mezzotint combined with 
chiaroscuro blocks, et., 
and en. 

Mostly portrait af. con- 
temporary masters (c.g. 
Reynolds, Ramsay, 
Gainsborough, Rom- 
ney i, except whole 
otherwise stated : 

(i.) The Irish group. 


(ii.) Miscellaneous. 


J. C. Le Blon (G. ; worked in 
London and Paris) 

E. Kirkall (cf. etchers, A. Pond 
and C. Afnafton), 


I 


R. Houston ( also af Rem - , 
brand t ), J. M c Ard ell 1 also af. 1 
Rembrandt and old masters), 

K. Fisher, J. Dixon, R. Pur- 
cell, James Watson ; | 

J. Finlay son, P. [. Tassaert 
{PL), D. Martin," C. Phillips 
{also af. old masters J, \V. 
Pether {af. Rembrandt , etc. ; 
also 19. I), V. Green, W. 
Humphrey {also af. Rem- 
brandt), P. Dawe {af Jlor- 
land , etc . \ 'J. Johnson {also 
en.), J. Spilshury {also s., af. 
Rembrandt , Murillo, etc.), 

T. Watson {also af. Rem- 
brandt ;, R. Earlom ( also 1 . , 
and s. af Claude and Dutch , 
etc. ; also 19. 1), W. Baillie 
also et ., and cr .), R. Dunbar- 
ton ( also 19. i), J. Jones, W. 
Dickinson ( also 19. I ; in 
Paris C. Townley, J. Gieen- 
wood [b. in U.S.A.), S. ' 
Okey {later in L T .S.A.), R, 
Brookshaw (also in Paris), 

J. Murphy (also st. : and 19. 

I ; hist. af. Pforthccte , etc.), 

J. Walker {also in St. Ptters- 
burg ), T. Blackmore, S. Paul 
(De Wilde ?) (af. Steen and 
Vanloo), J. Watts, Elizabeth 
Judkins, J. Saunders, C. 
Exshaw (e.g. af Vanloo), W. 
Doughty, H. Kingsbury ( also 
st . ), J. Dean, J. R. Smith, | 
R. Laurie (publ. ; also 19. D, j 
J. Young (also 19. 1), G. T. ; 
Stubbs animals ; also 19. 1), 
T. Park ( also 19. 1 ,, II. 

Hudson (alsoaf. Rembrandt), 
E. Dayes, C. H. Hodges j 
(also in Amsterdam : and 19. ; 
1), G. Keating (also st. i, J. I 
Grozer 1 also st.), Gains- ' 
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Engravers influenced by the Masters in j 

Date. 

Medium. 

Master, Characteristic, or 
Locality. 

the previous column, or whose work | 
is characterised, or localised bv the 1 



temarks 111 the same place. j 

18. 2 

MEZZ 

(1 Continued ). 

borough Dupont {af. Gains - ! 
borough), Caroline Kirkley, . 
H. Bryer {publ. ), J. Wright 





{a/so cr.) ; , 



(iii.) Foreigners who 

J. G. Haid ■ G . ; also 18. 1), J. | 



worked for some time 

Jacobe \G.), G. Marchi (/. ,* J 



in England. 

assistant of Reynolds), H. I 




Sintzenich ( G. ; more st.). j 

19. I 


Largely af. Reynolds, 

W. and T* Ward {also col. ^ , j 


Gainsborough, IIopp- 

AY. J. Ward, T. Gosse, AY. | 



ner, Morland, Law- 

Say ( steel plates ), G. Clint, 



rence, Beechey, North- 

S. AY. Reynolds I. and II. 



cote (for the most part, 
portrait . 

{the son also 19. 2;, Eliza- 1 
beth AA’alker 1 nee Reynolds), | 
C. Turner, [. C. Easling, 1 
AY. T. Annis, AYilliam 




Barnard, T. Ilodgetts, 

AY. AY. Barney, G. Dawe 
(e.g. af. Raeburn : also in 1 
Russia), H. Meyer, II. 

! 

1 

i 



Dawe, J. Martin {large '• 
script. ) , T. G. Lupton {e.g. 1 
Turners “ Tiber " ; also 19. j 
2), AAA AA'alker [e.g. af. Rae- 
burn ; also st.), J. Linnell ' 
{en. and et. ; also 19. 2 ; A ix- | 
tine ceiling), J. C. Bromley, 1 
G. R. AA'ard [also 19. 2), J. ( 
Bromley, S. Cousins {mezz. 

i 



+ st. ; also 19. 2), I). Lucas i 
(/. af. Constable ; also 19. 2), | 
b Lucas {also 19. 2), H. i 
Cousins {also 19. 2), f. Scott, ! 
AAA Giller, AAA Brett, J. E. 
Comnbs, G. H. Phillips: 

19. 1, 2 



AAA II. Simmons, G. Zobel, 

1 

i 

{mixed mezz. ; at. Landseer , 

1 j 

1 


etc. ), J. R. Jackson,}. Faed, 
C. A. and CA J. Tomkins ; 

1 19. 2, 20. 1 

1 


i (i.) In old tradition f re- 

R. Josev, C. AAA Campbell, 

, 

prod., and chiefly por- 

1 T. D. Miller, R. B. Parkes, 

1 

1 


I trait , 

| J. B. Pratt, J. CA Webb, 


I 1 )• Chapman, G. Robin- 

j : son, II. S. Bridgwater, N, I 

I I Ilirst, R. S. Clouston, T. G. j 

i 1 Appleton, E. G. and R. \Y. ! 

! Hester, G. Every, (Miss) i 

I E. Gulland, {Mrs.) M. Cor- ! 

mack, A. J. Skrimshire ; j 
ii . ) Original work (^chiefly Seymour Haden, J. Knight, J. j 
landscape . Finnie, F. Short {also repn d. | 

af Turner , etc. ), \Y. Strang, I 
A. C. Meyer, 1 ). \Yatcr>on, , 
> AY. Hyde. I 

18. 2 ST, CR , F. Bartolom (/. ' (cf. J. Ogborne, AAA AY. Ryland, 1 
! ^ Italy;. j R. Karlom {also 19. 1 ; and 
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CLASSIFIED LIST OF ENGRAVERS 


I ] >ate. 


^ Kn^ravers influenced by the Masters in I 
Master. Characteristic, or ! the previous column i, or whose work , 
Medium. Locality. ! is characterised or localised by the | 

* remarks in the same place. 


18. 2 ST, CR 

I 

i 


i 


i 


i 


i 


18. 2, 19. I 


19. 1 


19. I, 2 1 

l8. 2 

l8. 2, 19. I j 


18. 2, 19. i j CR 


! Continued ). 


1 

i 

I 

1 

1 


t 


Foreigners who worked 
chiefly in England (cf. 
also Italy, Germany, 
France, Netherlands, 
Sweden, and Russia,. 


Reproduction of draw ings 


mezz, l, V. Green ( also mezz.). 
II. Kingsbury ( also mezz . ), 

C Knight [also 19. 1), J. 
Wright (e.y. cr. after Mar- 
land ) , T. Watson {a/so mezz.), 

J. Jones (also mezz.), T. Ryder 
(also 19. I >, J. Murphy {also 
mezz.), T. Burke {also mezz.: \ 
and 19. 1), J. Strutt (j. af. ( 
St ot hard ; mi sc. cop. of old \ 
prints ; en et.}, C. Wilkin [ 
( p . ; also 19. 1), R. S. Mar- 
cuard, J. K. Sherwin ( also 
en.), C. W hite {also en.), J. 
Hop wood I. [en. : also 19. 
1), J. Chapman ft/., en. : 
also 19. 1), \V. Nutter, J. R. 
Smith {mezz. ; also 19. 1), 
Anker Smith {also 19. 1 ), J. 
Collyer {also en.), J. Parker j 
{also en.), R. Thew (Boydclf s 
“ Shakespeare Gallery f etc.), 

F. Haward {also mezz.), G. 
Keating {also mezz.), T. 
Kirk, I. Hogg, C. f». Play ter, 

P. W. Tomkins f also el.), T. 
Cheesman, R. M. Meadows , 
( Boydclf s" Shakespeare Gall .," ’ . 
etc . ), Caroline W~atson, W. j 
Ward, J. Godbv, W. Holl I. 1 
f p., hist.), T. Hellyer, T. 
Nugent, I 

II. Meyer, C. Picart, T. 
Woolnoth { p., theatrical, 
etc.), B. Smith, Robert 
Cooper, J. Thomson (/., 
etc.), W. Walker (/. ; also 
mezz.), J. Hopw'ood II. (p . ), 

F. Holl (also en.), C. PI. Jeens, 

T. Posse! white. 

P. P. Pariset (F. ,* sc/i. of Dc~ \ 
marie an), T. Gaugain (F.), > 
L. Sail liar ( F. ; for Boy dell, 
af. old masters, et .), 

J. P. Simon ( F.), I. Van den 
Berghe (FI. ?), J. M. Uelatre 
(F. : also en. ill ust r.), N. 
Cohbert (F.), J. and P. 
Conde (F.t), lb A. Van 
Assen \D. ?', A. Cardon 
(FI.) M. A. Bottrlier (F.\ 
C. Josi (D. : also et., rep rod, 
drawings ; pull ). 1 

F. Bartolo/zi, W. W. Ryland, 
S. Watts. J. Bari re I. (the four 
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Date. 

Medium. 

\ 

Master, Characteristic, or 
Locality. 

1 

l8. 2 . 19. I 

CR 

( Continued). 

l8. 2 

AQ 




P. Sandby (chiefly land- 



scape and views, except 



where otherwise stated). 

l8 2 , 19. I 


1 

19 - I 


i 

1 

! 

i 

i 1 

1 1 

EN 

Miscellaneous (reprod., 1 



hist., etc.). 


Engravers Influenced by the Masters in I 
the previous column, or whose work 1 
is characterised or localised by the I 
remarks in the same place. | 

preceding in C. Rogers “Coll. I 
of Print 3 in Imitation of 
Drawings f 2 voh. , 177S 
W. Baillie, R. Earlum, F. C. 
Lewis \af. Laurence ; cf. at/.). 

P. P. Bur Jett, 

R. Cooper II. (views in Italy, 
1778-7 9b T. Malton II., 
Archibald Robertson, 

T. Daniell, \V. Daniell (also 
st ., and soft -ground et.), C. 
Tomkins (e.g. Isle of IVight , 
1796 ; British Volunteers, ' 
1799 b R. Dodd (sea-fights), ' 

R. Pollard (s.), J. C. Stadler 
(G . ), J. Hassell, C. Apostool i 
(/>.), E. Scriven f p.; also , 

S. Aiken (/ , and short- I 

. I 

J. A. Atkinson \10Jume), II. | 
Aiken (sporting : also soft- \ 
ground et.), T. H. A. Field- j 
ing (also st.), \V. Westall) 1 
( e.g. Yorkshire Cares, 1818b | 

S. Prout (also soft-ground et. b : 
D. and R. Ilavell, J. Bluck, 

T. Sutherland, R. Reeve, J. | 
Hill later in Amotion), F. j 
C. Lewis (e.g. Imit. of Claude [ 
Drawings in the B. M. , 1S37), | 
G. R. Lewis. 

W. Bromley (e.g. B. ill. 

Marbles), W. I toll I. (more 
st.), A. Raimbach l af Hi l- j 
hie, etc.), J. Burnet (af \ 
II ilkie, etc. ’ also illttsir | 
et., mezz., etc., in his books j 
on ati), J. T. Wedgwood I 
(hist., p., B. M. Marbles), J. 
Romney (B. M. Marbles ; I 




j W. H. Worthington (B. M. 

1 Marbles ; af. Stothard, etc A, 
C. Rolls ( e.g. in I'indetis 



“ Gallery of British Art "j, 

19. I, 2 


J. Watt \S. af. Stothard , East- 



lake, etc.), G. Doo 1 , also B. M. 



Marbles'), K. Bacon (assistant 
of the linden \ ) , II. Shen ton 



laf Mul ready, itcA, W. Ifoll 
II. (3-., af Frith ; p., and 
illustr. W. B. Scott (also | 



j tt. and mezz, af Blake, etc 1 
L. Stocks (e.g. in Findeti s 



, “ Gallery *\, E. Smith (g., 

and s. , e.g. in Fitidetis ] 


2 C 



3 86 


CLASSIFIED LIST OF ENGRAVERS 


Master, Characteristic, or 
Locality . 


Ln "ravers influenced by the Masters in 
the piewous column, or whose work 
is characterised or localised by the 
i lemaihs in the same place. 


19. I, 2 j EN ; ( Continued ). 

Sir E. Landseer. 


Sporting prints, race- 
horses, etc. 

Illustrators. 


Colour-prints ^engraving 
in combination with 
wood blocks). 

Landscapes af. J. M. W. 
Turner, and misc. 

\ largely for book illus- 
tration). 


Cook -plates. 

Landscape ( water-colour 
painters who did occa- 
sional etchings, largely 
in soft ground). 


Norwich school 1 land- 
scape). 


Miscellaneous. 


“Gallery”), F. I loll {also 
si.), C. W. Sharpe. 

T. Landseer, R. Craves. B. P. 
Gibbon {also mixed mezz.}, 

C. G. Lewis {also mixed 
mezz., and el.), if G. Zobel 
{mixed mezz.). 

John Scott. 

J. Heath ( also 18. 2 ; sch. of J. 
Colly er ; reworked Hogarth’s 
plates, ed. 1S22), F. Engle- 
heart (sth. of Col Iyer : assist- 
ant of Heath), J. Mitan, C. 
Armstrong, C. Heath, G. J. 
Corbould, W. and E. F. 
Finden \sch. of J. Mitan ; \ 
chiefly 1 . ; also “ Royal 
| Gallery of British Art 
1838-40^ I 

J. II. Robinson (/., etc.). E. 
Radclyfte [also some et. , af. I 

D. Cox). | 

G. Baxter (cf 18. 1 , et., Pond 

and Knafton), A. X^e Blond 
I {en. ? or only printer?) 

W. B. Cooke, J. l’ye II., W. 
Radclyife [ founded school of 
engraving in Birmingham , 
1814b 1 \. Wallis, E. Goodall, 
W. Miller, J. T. Willmore 
( Birmingham school ), J. B. 
Allen, J. Cou sen, R. Brand- 
j ard 1 sch. of E. Goodall cf. 

' J. D. Ilarding. 

; C. \Y. Sherborn 1 also p., etc.), 
cf A. Robcitsun /.), cf. 
G. \Y. Eve {et. , en,\ 

J. Laporte, \Y. F. Wells (with I 
Lapotie, 1S02, af Gains- 
borough >, F. L. T. Francia, 
T. Girtin t views of Paris, 
1S02 ; the aq. by F. C. Lewis, 
etc.), J. M. W. Turner {cf. 
en.), W. Delamotte, S. Prout 
{art hit.), D. Cox, R. P. 
Bonington. 

J. Crome, J. S. Cotman, G. 
Vincent {also combined et. 
with mezz . ; cf. Turner s 
“Liber J. Stannard, E. T. 
Daniell. 

G. Cuitt 1 arehit.). A. Geddes 
(/ , /.), D. Wilkie >>.), W. 
Carpenter (/.). 


i 
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1 

En_;ra\ er> influenced by the Ma-tei> in ' 

Date. j 

Medium. 

J Master, Characteri'-tic, or 

tlie previous column, or who^e work j 

' Locality 

i> characterised or localised by the 1 

1 

j 


1 

J remaiks in the same place 

19. I, 2 

j ET 

{Continued). 

1 

_ 1 1 

i D. C. Read (/.), G. Hr.yter ■ 


| (f., s., etc.; cf Geddes >. 

W. J. Smith ( aj . Rembrandt'), 


Imitators, copyists. 



J. E. Beckett \af. Rt/n - 
brandt; also mezz. 1, Lucy 
Brightwell (af Rt m brandt). j 

1 

j 19 - I 


Animals. 

G. Garrard, R. Hills, Sir J. i 

| 

, 

Stuart ( also military sP, , 

19. I, 2 

I 

i 

1 

j Sir E. Landseer {cf. 19. 1, 2, | 


I ! ! e//A 

| Caricature and humorous I. Cruikshank ( also 18. 2\ G. 

illustration. Cruikshank, I. R. Cruik- , 

j shank, H. K. Browne ! 

I (“Phi /*’), J. Leech, C. S. 

J , Keene 1 also l. ami s. ). , 

| I Miscellaneous / contribu- R. Redgrave(j.), C. W. CopeG.), 1 

I tors to the “Etching J. C.- Horsley [s.), S. Palmer , 

j Clubs,” etc.)* t/.), T. Creswick {D, Birket 

Foster \L and s . ), Sir J. E. • 
j Millais, \Y. Holman Hunt 1 

ill i {e.g. in the li Germ," 1S50). 1 

! 19. 2, 20. I | j Modern spirit : 1 i 

(i.; Born before 1 $30. Sir F. Seymour Haden, Sir 

j J. C. Robinson, Edwin Ed- 

, ; wards, J. Finnic ; 

i (ii.) J. A. McN. Whist- J. Pennell (A. ; M. Menpes, 

i Lr {A.). F. Laing, T. Roussel ( F. ; 

! also col. ) ; , 

1 1 iiiA A. Legros (F.). W. Strang, Sir C. Ilolroyd, 

J. B. Clark ; 

(iv.) Born after 1829— 1 ). Law, A. W. Bayes, P. G. 
miscellaneous. Hamer ton, A. H. Haig 

1 (Swe.), A. Evershed, R. C. 

Goff, E. George, W. II. 
May, H. R. Robertson {/., 
re prod. \ J. P. Heseltine, G. 

! Pilotell (F. ? English for - 

, ' traits, R. S. Chattock, C. O. 

Murray {ref rod. ; T. II. 
McLachlan, W. B. Hole 
{some ref/od F. and E. 
Slocombe, A. East, R. W. 
Macbeth, Arthur Robertson 
| (s., 1., bookplates). Sir II. v. 

Ilerkomer ( G . ), W. L. ; 
Wylhe {seascapes , G. Clau- 
sen, W. Ball, II. Baton, 

i I (_j. W. Rhead ( figures, fancy , 

| s., flowers, etc.), G. W. Eve 1 

1 , (bookplates’, A. Hartley, O. 

Baker, G. P. Jacnmb-Hood 1 
\s., illustr.'), F. Short, II. I 
Filton, E. W. Charlton, II. 

1 Macbeth - Raeburn, F. Mar- 

i , riott, K. M. S>nge. E. Wilson, [ 

I H. Dicksee, H. M. Livens 



o 


CLASSIFIED LIST OF ENGRAVERS 


1 Lmj:ra\ers influenced by the Masters in 
Master, Characteristic, or the previous column, or whose work 
Locality. is characterised or localised by the 

remarks in the same place. 


19. 2, 20. i ET ( ( Continued}. 1 {animals), G. Gascoyne, W. 

| Monk, F. Newholt, K. Bry- 
I den, D V. Cameron, C. J. 
Watson, S. Lee, F. Bran- 
gwyn, A. II. Fisher, II. 
Schroeder(#</. i t G. P.Gaskell, 
C. J. Holmes, H. Percival 
! (f., decor.), P. Robertson, F. 

! Burridge, <). Hall, W. Lee 
Ilankey (aq. , a fid mixed 
flit t hods ), II. Railton, T. I. 

| Dalgliesh, R. E. J. Bush, P. 
j Thomas, H. B. Van Raalte, 
W. and B. Sickert, A K.John, 

R. Spence'r.), W.Rothenstein, 
M. Bone, F. Dodd (/. ), I,. 
Taylor {some tefrod.), D. I. 
Smart, N. Sparks, J. R. G. 
Ex ley {animals'*, E. J. and 

! M. Detmold {animals, decor., 
etc.}, E. S. Lumsden, P. 

I Pimlott, M. I lardie.J. Wright, 
M. Osborne, W. Walker, 
A. F. Affleck, 1 \ F. Gethin, 
W. Walcot, A. Bentley, J. , 
Me Bey, F. L. Griggs, W. 1 
P. Robins, A. Howarth, R. I 
Schuabe, F. S. Unwin, II. 
G. Rushbury, N. Dawson 
{soft -ground et. \ C. H. Bas- 
kett t aq.), E. A. Cole, I. 
Strang, F. Carter, A. R. 
Barker, E. Blampied, F. 
Richards ; 

(v.) Lady etchers. Catherine M. Nicholls, Adeline 

Illingworth, Constance M. 
Pott, Minna Bolingbroke, 
Amelia Bauerle fj.), Susan 
Crawford, Margaret Kemp* 
Welch, Mary Sloane, A. 
Gallon, Mary E. Kershaw 
{animals, and /.), Ethel 
Stewart, Anna Airy {bird, 
beast , and flower : decor . , col. \ 

S. Gosse, Iv. Cameron, 
II. Frood ; 

(vi.) Printer-etcher. ; F Goulding. 



Date. Medium. 
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AMERICA 

(The United States and Canada) 


Date. 


Medium. 


Master, Characteristic, or 
Locality. 


Engravers influenced by the Masters in 
the previous column, or whose work 
I is characterised or localised by the 
j remarks in the same place. 


18. 


18. I, 

2, 19. 


19 . 

19- u 


19. 2, 20. I 


18, 


2, I9. I 

19 . I 

19. I, 2 


EN 


ST 


18. 

18. 


MEZZ 


18. 2, 19. 1 


Chiefly topogr., bill-heads, T, Emmes, F. Dewing, T. 
bank-notes, portraits, Johnston, X. Hurd, 
and bookplates. 

P. Revere, J. Smither, J. Cal- 
lender, J Norman, A. Doo 
| little, P. Maverick, \Y. S. 

Leney {also st. ; b. London, 

• where most of his work was 
j done), E. Savage, C. B. J. F. 

de St. Memim (E. ; p., by 
aid of Physionot rai e : cf. 

| Chretien and Qtn ( ned<y), A. 

1 Lawson (b. Scotland*, 

B. Tanner {also st.), D. Edwin 1 
{chiefly st.; b. England), C. 

1 Tiebout {also st.), A. Bowen, 

J. B. Longacre 'also st.), A. B. ■ 
Durand, T. and S. \Y. 

I Cheney, J. Andrews, J. 

! Smillie {b. Edinburgh ), J. G. 

Chapman (en. + et. : 1 f Turner 
school), H. B. Hall I. {chiefly 
st. ; b. London, where most 
of his work was done), J. 
Sartain (b. London), R. \Y. 

| Dodson, A. Tones {b. Liver- 
pool), A. II. Ritchie {b. 
Glasgow), C. K. Burt, 

1 H. B. Hall II. U.g. p., and hist. 

illustr. Civil War), W. E. 

1 Marshall, E. D. French {book- 

plates). 

Portraits, etc. A. Doolittle, \Y. Rollinson, \V. 

S. Leney, J. Rubens Smith, 

R. Field, 

D. Edwin ( the five preceding b. 
England), B. Tanner, C. 
Tiebout, T. Gimbrede (6. 

• France), 

J. B. Longacre (e.g. in ICat. 

1 Portr. Gall, of distinguished 

American r, 1834-39), EAYell- 
more, J. F. E. Prud'homme 
{also til. ; misc. illustr.), H. 

B. Hall I., T. B. Welch 
{aho mezz , and en.). 

| P. Pelham {b. London ; in 
U.S.A. af. 1726). 

1 J. Greenwood {fl. England), 

S. Okey {b. England ; af. ah. 
1771 in U.S.A. t), 

C. W. Peale, E. Savage, 
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CLASSIFIED LIST OF ENGRAVERS 


i 9 - 


Date 

19. I, 2 1 
2, 20. I * 
19. I , 
19. I, 2 ' 


19. 2, 20. I 


I 


MEZZ 


Master, Characteristic, or 
Locality 


Eni;ra\ers influenced by the Masters in 
the previous column, or whose work 
I is characterised or localised by the 
remarks in the same place. 


( Continued ). 


ET 


| J. G. Chapman, T. Sartain, T. 
B. Welch, A. H. Ritchie. 

J. D. Smillie, I. B. Forrest, 
D. A. Wehrschmidt. 

| W. Charles {in ft. by Rowland- 
son ; satir. War cf 1812, etc . ). 
| S. F. B. Morse {figure s .; sch. 

! of B. II 'est in London ; the 
i inventor of Morse telegraphic 
system), J. G. Chapman, G. 
L. Brown (A). 

Modern spirit (for the J. I). Smillie, J. A. McN. 


Caricature. 
Older manner. 


most part landscape). 


Whistler, J. M. Falconer, 
Eliza Great orex, H. Kruse- ! 
man Van El ten (/». Holland) , j 
A. F. Bellows, S. Colman, ■ 
S. J. Ferris (j.b J. F. Cole 1 
{af Jatque ), T. Moran, Mrs. | 
M. N. Moran, P. Moran (A, ' 
and cattle' 1, (Mrs.) Anna Lea 
Merritt (/., illustr ., etc.), \ 
Mary Cassatt (sch. of Degas \ 
in Paris), J. H. Hill ( also j 
at].: mttch af. J. Af. IP. 1 
Turner \ R. S. Gifford, S. ; 
L. Wenban (worked in 
Munich), F. S. Church, C. 
H. Miller, H. Farrer, T. C. 
Farrer, S. Parrish, F. j 
Duveneck, W. M. Chase, J. 1 
A. Weir (/>. , etc.), E. H. 
Garrett, R. C. Coxe, I. M. 
GaugengigI, O. H. Bacher, 

R. F. Blum, J. Pennell (fl. J 
London ), C. W. Stetson, W. 

L. Lathrop, C. A. Platt, A. A. 
Lewis, D. S. Maclaughlan, 
G. C. Aid, H. A. Webster, 
C.A. Gagnon, J.O. Xordfeldt 
1 Swe. ), ( Miss) K. Kimball, F. 

V . Benson, A. B. Davies, S. 
Gallagher, C. II. White, H. 
Winslow (w. London), F. M. 
Armington, E. Borein (cow- 
boys and subjects from l Pester n 
States). E.D.Roth (w. Eurofe), 

C. W. Dahlgreen, C. K. Glee- 
son, O. J. Schneider ( p . ), E. 

L. Warner, L. G. Hornby, 

C. Washburn, J. Marin, G.W. 
Chandler, J. A. Smith. 



DENMARK — SWEDEN — NORWAY 

DEXMAR K 


39 1 


Date. 

l 

Master. Characteristic, or 
Medium. Locality 

17. I 

1 

ET 1 Portrait. 

17. 1,2 

EN Portrait and reprod. 

l8. 1, 2 

J. G. Wille (G.). 

l8. 2. ip. t 


19. I, 2 

, 


ET Miscellaneous. 1 

I9. 2 

i 

19. 2, 20. I 



Engra%er-, influenced b\ the Masters in 
the previous column, or whose work 
ib characterised or lucahbed by the 
remarks m the tame place. 


H. Oldelandt (worked in Hol- 
land , in ft, by Rembrandt). J 
Albert Haelwegh. 

J. M. Preisler \ G.), O. H. de ; 
Lode, 

F. L Bradt, J. G. Preisler, T. F. 
Clemens f G.), ]. M. and J. J. > 
G. Haas (sch. of Delaunay), : 
C. E. Sonne (\rh. of Tosclu j, J. I 
Ballin. 

P. Y. C. Kyhn, L. Frolich \ 

W. ■ 

C. H. Bloch, . 

C. Locher < b, Finishing ; sea- 
scapes, etc. i, P. S. K rover 
(Ah Axel Hon (/.)* H. N. 
Hansen lO, F. Schwartz 
(sft, E. Krause (/.. arc hit . ), 

J. Lubschitz (/.), P. Monsted. 


SWEDEN AND NORWAY 


18. 2 

EN 

Miscellaneous. 

18. 2, 19. 1 

ST.EN.ET 



MEZZ i 


19. 1 

; A(^ 1 

Landscape. 


ET 

Portrait. 

19. 1, 2 


Reproductive. 


19. 2, 20. 1 


Original work. 


I 

1 

I 


J. Gillberg, P. G. Eluding {cf. \ 
French illustr. : also /m.xtdac/.). 
Elias Martin (st. : in London ), 
J. F. Martin (et. views of ; 
Stockholm , etc.). 1 

A. U. anti J. B. Berndes. 

W. M. Carpelan, C. F. Akrel. ’ 
L. II. Roos. 

E. S. Lundgren [also orig.), L. ' 
Ruben, i 

R. Haglund (reprod. pictures in 
Stockholm ; also on g. l. , etc . ), 

J. Nordhagen ( also orig.). ! 
A. II. Haig {ft. England. A. j 
T. Gellerstedt, R. Norstedt 
] (/. ; also nprod.), G. v. Rosen 

[ [hit.), F. Thaulow (/., col ft, 

V. O. Peters, C. Larsson, F. 
Boberg, A. Tall berg [also in 
England , A. Zorn, A. Oster- 
i line! (col. ), E. Munch, O. 
i Willums. i 



CLASSIFIED LIST OF ENGRAVERS 


3 l > 2 


RUSSIA AND FINLAND 


Pate. Medium 

17. 2, l8. I EN 

l8. I 

I 

l8. I, 2 , 

l8. 2 


18. i MEZZ 

18. 2 ST 

19. 1, 2 EX 


19. 2 , | 

19- 1 FT 

19. 2, 20. 1 

I 


Master, Characteristic, or 
Locality. 


Foreign engravers in 
Russia. 

Native engravers. 

Native and foreign ; 
chiefly portrait infl. by 
the school of G. F. 
Schmidt and J. G. 
WilleN 

Miscellaneous. 


Reproductive (portrait 
and misc ). 


Miscellaneous 


19. 1 MT/Z 


FT 


En§ru% ers, influenced by the Masters in 1 
the prewous column, or whose work . 
is characterised ur localised by the ( 
remarks in the same place 


L. Tarasevich. 

A. Schoonebeek (Z>. ), P. j 
Picart (A Amsterdam ), C. I 
A. Wortmann ( G.). 

I. Sokolov, E. Vinogradov, A. ] 
Grekov. 

A. Radigues (F. B. L. Henri- 
quez (/'. ), I. S. Klauber \G. 1, 

I. Vast Lev, I. Cheniesov, I). 
Gerasimov. A. I. Kolpash- , 
nikov, I. A. Bersen’ev \sch. \ 
of Bef-Z'ii ). 

A. Zubov also ef.\ J. Stenglin 

(ON 

G. Skorodumuv (sch. oj Bar- 
tolozzi in London ’. 

N. I. Utkin <sch. of Klauber'), 
N. Plakhov, C. 'L. Tolstoi 
outlines : of Basin io i, F. I. 
Jordan, A. Oleszczynski ( e.g. 

I \i rietes Polonaises* Paris, 1 
1833% A. Pishtshalkin, K. j 
V. Athanas'ev, 

I. P. Pozhalostin. 

M. Plonski l sJi. of J. P. Nor - ' 
biin ; 1/0 it. Rembrandt , I. 
Shi>hkin V. A. Bobrov 

re prod., p., s.\ \ 

X. S. Massalov 1 rep rod. , L. J. 

I ) m itrij e v- Ka \\ k as k 1 re prod, 
an l one:., s. and p. , Marie 
Vakunchikov col. ; aq. , I. ■ 
Lopienski L . re prod. : \ 
Poland , F. Ta/inski i class. I 
re prod . , Poland , Pans ), 1J. 1 
R. Glicenstein ( b . Russian 
Poland). ( 

Selimanov (sell, of J. Walker , 1 
who was in St. Petersburg, ' 
1784-1S02'. 

A. Fd el felt, L. Sparre, A. 

< iallen, Hilda Flodin, , 


19. 2. 20. 1 


Finland 



APPENDIX II 


GENERAL BIBLIOGRAPHY 

Periodicals quoted in the General and Splcinl Bibi iographies, 
and the Abbreviations used for the Same 


, Amcr. Art Rev. . 

Annals 

Archief 

^ Archiv 

Arehivio 

■ Arnold’s Library j 

1 Arnold’s Mai:. 

■ L’Art . 

Art et Decor 
Art et les Artistes 
L* Arte 

Arte en Esp. 

Art Journal . 

I /Artiste 
Bollettino 

Burl. Mag. . 

Cab. de l’Amat. . 

Chalc. Soc. . 

1 < hronik 
( irerone 
Connoisstur 
Deutsch. Kunstbl 
F. A. Quarn rly . 
Call. Xaz. Ital. . 

Gazette 

( iraph Gcstllsrh 

< jraph. Kun-te 
Jahrb. . 

Tahrb. Ve mu 


The American Art Review. Ed. by S. R. Kuehlei. Boston, 
U.S.A., 1SS0 Si. 

Annals of the Fine Aits. 5 vols. London. iS 17-20. 

Archief vor Xederlandsche Kunsigesohicdenis . . . door Fr. D. O. 
Obreen. Amsterdam. 1877-90. 

Archiv fur die zeichnenden Kunste . . . herausgegeben von 
Dr. R. Xaumann. Leipzig. 1S55-70. 

Arehivio .storico dell’ Arte. Rome, 1SS9-97. iCf. I/Arte. 

The Library of the Fine Arts. 4 vols. London, 1831-32 ; 

Arnold’s Library. 1 vol. London. 1833. 

Arnold s Magazine, 3 vols. London, 1833-34. 

L’Art. Baris, 1S75-94 : 1900, etc. in progress.. 

Art et Decoration. Paris. 1S97, etc. 'in progress . 

L’Art et les Artistes. Paris, 1905, etc. in progress . 

L* Arte 'gia Arehivio Storico dell’ Arte . Rome, 1S9S, rtc. in 
progress >. 

El Arte en Espaha. Madrid. 1862-91. 

Art Union {later Art journal. London. 1839. etc. in progress,. 

L’ Artiste. Paris, 1S31, 1839. etc. < in progress . 

Bollettino d’ Arte del Ministero della P. Istruzione. Rome, 
1907, etc. in progress 

The Burlington Magazine for Connoisseurs. London, 1903, etc. 
(in progress 1. 

Le Cabinet de 1 ’ Amateur; Ed. E. Piot. Paris, 1842-46: 
nouvelle ser. . 180163. 

International Chalcographical Society r v Intem. Chalc. 1 iesell- 
schaft). Berlin, ett , 1880-97 

Chronik fur vervielfaltigende Kunst. Vienna. 1S8S-91. 

Dcr ( ice rone. Ltip/ig. 1909, etc. in { rogre-s . 

The Connoisseur. London, looi. etc. t in progress). 

I leutsches Kunstblatt. Leipzig. 1850-54. 

Fine Arts Quarterly Rtvios. London. 1863-67. 

Le Gallerie Xa/ionah Italiane. Xoti/ic e documente. Rome, 
5 vols . 1894-1902. 

( ia/ette des Beau\- Arts Paris. 1859, etc. in progress . 

< iraphische ( lest llschaft. Bt rlin, 1900. etc in progress . 

Die graphischen Kunste. \ lenna, 1870, e*r. in progress . 

Jahrbuch <ler kgl. Preussischen Kunstsainmlungt n. Bcilm, 
1SS0, etc. in progrtss . 

Jahrbuch dir hunsthistorischen Sammlungen d«.r allerli'H hstt n 
Kaist rhauscs. Vienna. 1883. tit. m progress . 
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GENERAL BIBLIOGRAPHY 


| Kunstchronik 

Kunstkmnijk 
1 Mai;, of Art 
| Meddelanden 

Mittcil. 


Monatshefte 
Xavorscher . 
Uiuc Kunbt 


Dud Holland 
I’. C. (Quarterly . 

Portfolio 

Ras-egna 

Repert. 

Rev. <le t'Art Anc. 

et Mod. 

Rev. Univ. . 

Riv. d' Arte 

Sit/ung-beriehte . 

Studio . 

\ laeuiache School 


/ahn's Jahrl>. 


/eitschrift . 


Kunstchronik. Beilage der Zeitschrift fur bildende Kunst. 
Leipzig, 1S66, etc. (m progress). 

Kun-Ukromjk. The Hague, Leyden, 1S40, etc. 

The Magazine of Art. London, 1878-1905. 

Meddelanden frAn Koremngen for GratKk Konst. Stockholm, 
18SS, 1S92, 1S96, 1904 

Mittulungen der Gesellsehaft fur vervielfaltigende Kunst. 
Beilage der graphischen Kunste. Vienna, 1901, etc. i^in 
progiess). 

Monatsheftefur Kunst wissenschaft. Leipzig, 1908, etc. (in progress). 

De Xavorscher. Amsterdam, 1S81, etc. 

Onze Kunst. Antwerp, Amsterdam, 1902, etc. (in progress), j 
(Also in Trench as L’Art fiamand et huliandais,” and in [ 

English t ' 

Oud Holland. Amsterdam, 1SS2, etc. (in progress). , 

Print-Collector’s Quarterly. Boston and New York, 1911-17 ; 
London, 1921, etc. (111 progress). 1 

The Portfolio. Ed. P. G. Hamerton. London, 1S70-95, 

Rassegna d" Arte. Milan, 1901, etc. <in progress). 

Repertormm fur Kun^tw issenschaft. Stuttgart, Berlin, 1S7C, etc. i 
in progress'. 1 

Revue de l* Art Ancien et Moderne. Paris, 1S97, etc. 'in 
progress). 1 

Revue Cmverselle des Arts, publite par P. Lacroix. Paris 
[Brussels], 1855-66. 

Rivista d' Arte. Florence, 1903, etc. (in progress. Anno I. with 
title Miscellanea Arte). 

Sitzungsherichte der Kunstgeschichtlichen Gesellsehaft. Berlin, 
1887-1920. 

The Studio. London, 1893. etc. 'in progress). 

De Vlaemsche School. Tijdschrift v<»or Kunsten Letteren en 
Wetenschappen, uitgegeven door de Lucas-gilde. 

Antwerp, 1855. etc. 

Tahrbucher fur Kunst wissenschaft, herausgegeben von Dr. A. 
von Zahn. Leipzig, 186S-73. 

Zeitschrift fur bildende Kunst. Leipzig, 1S66, etc. (in progress'. 


The general bibliography is diwded into the following main sections, which are in their 
turn arranged under sub-headings : — 

I. r>inUOC»RAFHIF.s. 

II. Processes, M\ifri\l>, f.k\ 

III. Dictionaries anh Generu Hisiorv. 

IV. V\ri< > rs Cor\i rii 

V. V \r ini’s SrpjErrs. 

VI. f'UiF,cno\N: A. Prr.LK : B. Privme. 

YIT. C \TM.or,rFs of Prints amek \ 1 kw of i hi; more Import \ni Paimers. 
VIII. Reproductions. 


I. BIBLIOGRAPHIES 

Mtkr, <' G. vox. Bibliotheque de ptinture et »le gravure. Frankfurt, 1770. 

Cl<\*r.N \ k\ , L. Catalogs . . . del lihri d' arte. Pi«a, 1S21. The collection is now 
in the Vatu an Lihrarx 

AVeii.ei, K. Kun-llager Catalog. I.tipzig, 1834-66. Note Uebt.rdcht <ler auDe- 
fuhrten Schriften. Abt. \\i.. 1S45. 

Duchesne, J Catalogue des hvres. Paris, 1S35. 

Di pl Essis, G. Bibl. de la gravun. Paris, 1862. 
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Universal Catalogue of Books on Art ^Science and Art I>ept., S. Kensington ' \ London, 
1809-70. [Mippl. 1875.) 

Paris, Lcole Xat. des Beaux-Arts. E. Vinet. Catalogue de la BiMiotheque. 1873. 

Vine) , K. Bibliographic* des Beaux-Arts. Pari-, 1874, 1S77 incomplete). 

Vienna, Akademie der bild. Kunste. K. v. Lut/ow, Katalog der Bibliothck. 1S76. 

Wessei.y, J. E. Ankitung zur Kenntni^s und mm Sammeln der Werke de- Kunst- 
druckes. Leipzig, 1S7O. (See pp. 279- >3 1. 

London, Ro\al Academy of Arts, II. R. Teddtr, Catalogue of Book-, 1S77. (Suppl. 
JO 01 *) 

SOMEKEN, J. F. van. Bibliographic de la peinture et giavure en Ilollande et en 
Belgique. Amsterdam, 1 882. 

Berlin, Kgl. Akademie der Kunste. K. Pobbcrt. Katalog der Bibliotek. 1805. 

Singer, II. W\. and Si i:\ng, \Y. Ltching, Kngra\ing London, 1897. ( mitains an 

excellent bihliogr. of processes.; 

Internationale Bibliographic der Kunstwis^nschaft. Ed. A. L. Jelhnek and I. Beth. 
Berlin, 1902-18. 

Bourcari*, G. Graveurs et Gravures. Essai de Bibhogiaphie, 1540-1910. Paris, iqio. 

Levis, II. C. Bihhogiaphy of American Books relating to Prints. London, iqio. 

Descriptive Bibliography of the mo.-t important books in the English language 1* lating 
to the art and history of Engraving and the collecting of Prints London, 1912 
and 1913. 

( ilRODiE, A. Bibliographic de la gravure francaise Paris, 1013. 

Singer, II. \Y. Ilandbuch fur Kupfc*rsti< hsammlungen. Leipzig, 1016. Contains an 
“ Oeuvrc-katalog-Bibliographie *’ with reference to catalogues included in general 
works such as Bartsch, as well as to monographs. 

See also VI. B. pii. >. 

II. PROCESSES. MATERIALS, ETC’. 

PROCFSsr.s AND M ATERIAI *-. 

Thlofhilus ;also calle<l Rugerus). Diversarum Artium Schedula [probably 
written early in the 12th century]. I d. G. E. Lessing, Brunswick, 1781 ; 
E^calopier, Paris, 1S43 ; K. Ilendne, London, 1847; *Y Ilg» \ tenna, 1S71. 

{ Describe* niello , opus interra^ile, and opu- pun el He. '< 

ZoN' A. V. Nuovo Teatro di machine et tditicii. Padua, 1607 later editions, 1O21 
and 1656;. Contains description of copper-plate press, with illustrative plate. 
Bos>e, A Traicte des manieres tie graver. Paris, 1045. Ed. 1701. augmented* de 
la nouvdle maniere dont se sert M, Lcclerc. Ed. 1745, revised and enlarged 
by C. X. Cochin II. Ed. “ 1758 af. 17* 9 ' , with further additions describing 
the Crajon manner, etc. (\e A. M. Hind, IUnl. Map. >tpt. 1907. German 
versions* G. A. Bockler, 1652; Xitzsche, 1765: J. C. Ciuetle, 1795. Dutch* 
Amsterdam, 1062. English: \Y. laithorne, 1002. Spanish : Kmda, 1701.J 
Browne, A. Whole Art of Drawing . . . and hitching. London, tof>o. 

Ars Pietuna. 2nd ed. London, 1075. 

FAiniORNE, W. The Art of Graveing and Etching. Lon*lon, 1602. fCf. Bosse, 

1 0 45 A 

Albert Durer Revived . , . Printed for J. Garrett. London, n.d. about 1670? 

'contains Hollar s directions f.>i an etching ground . 

8\EM«>N. William. Pohgraphice. London. 1st ed. 1072 or 1070^ ; 8th ed. 1701 
The* Excellency of the Pen and Pencil. Printed for Dorman Xewman. London, 
1688. \ Contains description and plate of early mezzotint to<*ls. . 

Le P»eon, J. C. Odoritto ; or, the Harmony of Colouring in Painting reduced to 
mechanical practice under easy precepts and infallible* rules English and 
French . London, n.d. [between 1723-20 -J. 

II U'( K\M I /, J. Gravemg and Copper-plate Printing. London, 1732. 

B\kko\v, J. Dictionarium Polygraphicum. London, 1733 and 1758 . 'H.p. for 
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the earlier catalogue now in the Bibl. Nat.). 

Durazzo, Jacopo. See B. Benincasa, Descrizione della raccolta . . . del Conte 
J. D. Parma, 1784. 

Frauenholz. Verzeichniss. Nuremberg, 1793-95. 

Praun, Paul de. See C. G. v. Murr, Nuremberg, 1797. 

Denon, D. Vivant. See J. Duchesne, Paris, 1826. 

Wilson, T. London, 1828. 

Cicognara, L. See III., Zanetti, 1S37. 

Quandt, J. G. von. Verzeichniss. Leipzig, 1853. 

Marshall, Julian. See G. W. Reid, Catalogue, 1864. 

Morrison, Alfred. 186S. 

ROSE, J. A. See III., Rose, 1S74, and V., Portraits, General, 1S74. 

Didot, A. F. Paris, 1875, 1877 (</. IV., France, 1S75.) 

Fisher, Richard, 1S7Q. 

Beraldi, H. Paris, 1884 and 1S92. 

Berwick y de Alba, Duque de. See A. M. de Barcia y Pavon, Madrid, 1890. 
Lanna Collection, Prague. See H. W. Singer, 1895. 
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(ii.) List of a Few Important Sale Catalogues. 

(A gieat number published by the auctioneers and dealers : Sotheby, Wilkinson, and 
Hodge, London; Christie, Manson, and Woods, London; R. Weigel, Leipzig, 
183466; C. G. Boerner, Leipzig; II. G. Gutekunst, Stuttgart ; Amsler 
und Ruthault, Berlin ; F. Muller & Co., and R. W. P. de Vries, Amsterdam. 

Quentin de Lorangere - Paris, 1744b A. de Burgy (The Hague, 1755; for Rem- 
biandt), M. Folkes (London, 1756-, P. J. Mariette (Paris, 1775 ; London, 1776), 
GuLton (London, 17S6), J. Barnard (London, 17S7 and 1798 , Brandes ( Leipzig, 
J 793» J 794\ Earl of Bute (London, 1794, 1S01), P. Wouters ; Brussels, 1797), 
P. I' . Basan (Paris, 17981, Sir W. Musgiave ( London, 1798, 1799, 1800', Pioos 
van AmsteW Amsterdam, 1S00, 1S10), W. V. Ottley (various ; London, 1801-38), 
G. Winckler iM. Huber and J. G. Stimmel, Leipzig, 1S01-10', Alibert (Paris, 
1S03), Paignon-Dijonval (Paris, 1810), Regnault de Lalande (Paris, 1810), 
Delabere i London, i8ii\ R. Morse (London, 1816;, T. Lloyd (various; 
London, 1S17-43', Rigal ^ Paris, 1817), J. Towneley (London, 1818), E. Durand 
(Paris, 1819, 1821 1, W. Esdaile (various; London, 1S19-4C0, Sir Mark 
Master man Sjkes (London, 1824), Vivant Denon (Paris, 18261, Maurice de 
Fries (Vienna, 1824, iS2S\ Revil (Paris, 1S30, 183S, 1839), Comtesse 

d’Einsiedel (Dresden, 1833, i§34b Buckingham (London, 1834), Robert 
Dumesml i v various ; Paris, 1835-62 ; London, 1836), Mernberg-Manderscheid 
(I)resden, 1836, 1S42), Rev. II. Wellesley various; London, 1833-66), L. 
Cicognaia (Vienna, 1839; for detailed catalogue see III., Zanetti, 1S37 C. v. 
I Iu It hem (Ghent. 1846; the coll, bought for the Bibl. Roy., Brussels), 
C. F. L. F. v. Rumohr (Dresden, 1846), Verstolk v. Soelen (Amsterdam, 1847, 
1851), E. P. Otto (Leipzig, 18521, P. Visscher (Pans, 1S52 , H. Weber 
(Leipzig, 1S55I, A. Brentano (Frankfurt, iS7ob J. Durazzo (Stuttgart, 1872, 
I S73)> Hugh Howard (London, 1873*74)1 E. Galichon - Paris, 18751, J. A. 
Rose (London, 1876, etc.), A. F. Didot (Paris, 1877, 1 879), W. E. Drugulin 
1 Leipzig. iS79>, F. Piot (Paris, 1890), R. Fisher (London, 1892;, L. Angiolini 
(Stuttgart, 1S95 , H. Destrailleur (Paris, 1895), Goncourt (Paris, 1897), A. 
Straeter (Muttgait, 1S9S , Waldburg-Wolfegg (Stuttgart, 1902). T. V. Novak 
and A. Artaria ^ Stuttgart, 1904b A. Ban ion (Paris, 1904 1, it. Grisebach 
(Stuttgart, 1005 , Sir \V. Law>on (London, 1907-S), Mrs. Alfred Morrison 
(London, 1907-8 , Marsden Perry (Stuttgart, 190S . Sir Tohn C. Day (London, 
1909), Lanna (Stuttgart, 1909-iob H. S. Theobald (Stuttgart, 1910). T. Sagert 
(Berlin, 1910), J. \<»n Elischer (Leipzig, 1911 . T. E. Ta\lor (London, 1912b 
A. von Wurzbach (Vienna, 1912), J. Dollfus (Paris, 1912 Rev. Dr. Tohn Gott 
(London, 1913’-, A. C. Norman (London, 1914), Lord Northwick (London, 
1914, 191S), Sir Walter Gilbey (London, 1915 1 , I)r. C. D. Ginsburg London, 
Earl of Pembroke (London, 1917), T. J. Bairatt (London, 1917), 
C. 1 airfax Murraj (London, 1917)1 E. Degas (Paris, 191S', Lady Lucas 
(London. 1918-191, V. Mayer -'Berlin, 1919), Karl Spencer - v London, 1919), 
C. L. Lewes \ London, 1919 , A. Beurdeley -Paris, 1920), Davidsohn ^Leipzig, 
1920 , J. P. IIe-»eltine (London, 1920), Lawson Thompson London, 1920). 

( n V Bibliographies of Sale and Other Catalogues and Books on 
Sale Prices. 

I)f.ii;r, P. Catalogue general des ventes publiques de tableaux et d'estampes 
de puis 1737 juMju a nos jours. Paris, 1S65-6S. (Incomplete. Engravers 
covered alphabetically up to Byrne.) 

V 1 lug ex, A. V. d. Naamlyst van Ncderlandsche Kunst-catalogi van af 17 ;r- 
1S61. Haarlem, 1S73. 

Dt i’LEssis G. Les Ventes, 1611-1800. Paris, 1874. 

London, National Art Library. LLt of Catalogues of Collections, etc. ; also Sale 
Catalogues. 1S8S (a few copies printed, but not published). 

Kliu-ord, G. Art Sales, 1628-1888. London, 1S8S (chiefly picture sales). 

I)\rzF, P. Index bibho-iconographique -Repertoire des ventes publiques cata- 
loguces}. Paris, 1894-9S. 

Soru.lE, L. Les Ventes au 19“ siecle. 1S96. 
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Roberts, W. Memorials of Christie’s. Lontlon, 1S97. 

Slaier, J. H. Engravings and their Value. London, 1S91 (3rd ed. 1900). Sale 
Prices of 1S96-7. London, 1S97-S. Art Sales of 1901 -2. London, 1902-3. 
The Connoisseur . Monthly .Supplement. 1901 -3. 

Mikel’R, H. Dictionnaire des venter, lS e et 19° siecles. 1901-2 (2 vols., A-D only, 
continued by C. de Vincenti, 1912, etci. 

Pictures and their Value (1905-61. Eltham Turner and Robinson), 1906. 

Art Prices Current (Record of Prices at Christie’s and Sotheby’s, 1907-14). 8 vols. 

London, 1 90S -14. 

Bourcaru, G. La Cote des estampes. Ventes, 1900- 1912. Paris, 1912. 

Deli eii., L. Annuaire des ventes d’estatnpes. Paris, 1912, etc. 

Print Prices Current. London, 1918, etc. (Vol. I. ed. E, H. Courville and F. L. 

Wilder; vol. II. F. L. and E. L. Wilder. 1 
Monod, L. Prix des estampes. Paris, 1920, etc. (in progress). 

VII. CATALOGUES OF PRINTS AFTER A FEW OF THE MORE 
IMPORTANT PAINTERS, WHO ARE NOT INCLUDED 
IN THE INDEX AS ENGRAVERS 


Baudouin, P. A. 

Bociier, E. Paris, 1875. 

Buonarroti, Michelangelo. 

Passerixi, L. La bibliografia di M. B. e gli incisori delle sue opere. Florence, 
1S75. See a/so III. % Heinecken, 1768. 

Chardin, J. B. S. 

Boliier, E. Paris, 1876. 

CObWAV, Rich aid. 

Damell, F. B. Catalogue raisonne of the Engraved Works. London, 1890. 
Gainsborough, Thomas. 

Horne, H. P. Engraved Portraits and Fancy Subjects by T. G., and G. Romney. 
London, 1S91. 

Armstrong, (Sir) W. T. G. London, 1898. 

LanCRET, Nicolas. 

BOCHEK, E. Paris, 1S77. 

Lavreince, Nicolas. 

Bocher, E. Paris, 1S75. 

Lawrence, (Sir) Thomas. 

Gower (Lord\ Ronald Sutherland. London, 1903 (with Catalogue of exhibited 
and engraved work by Algernon Grave*,). 

Morland, George. 

Williamson, G. C. G. M. London, 1904. 

Dawk, G. Life of G. M., with introduction by J. J. Foster, and appendix of 
engravings after G. M. London, 1904. 

Baily, J. T. Herbert. G. M. Connoiatur Special Number. London, 1906. 

Murillo, B. E. 

See Velazquez. 
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Poussin, Nicolas. 

Andreses, A. Die chalcographischen Nachbildungen der Gemalde und Zeich* 
nungen des X.P. Anluv . ix . 237. 

Raeburn, (Sir) Henry. 

Armstrong, (Sir; W. London, 1901 ; Catalogue by J. L. Caw). 

Reynolds, (Sir) Joshua. 

Kami lion, E. The Engraved Work of Sir J. R. London, 1S74. 

Graves, A., and Cronin, W. V. Woiks of Sir J. K. 4 vols. London, 1899- 
1901 

Romney, Geoige. 

Ward, H., and Roreris, W. London, 1904. 

See also Gainsborough. 

Sant 1, Raftaello. 

TaurxscUS Euroeds ' i.e. W. von Lepel ■. Catalogue des estampes gravees d'apres 
R. Frank furt , 1 8 1 9. 

Passavant, J. D. R. Leipzig, Pt. II. (1839 , and Pt. III. (185S). (French ed. 
i860.) 

Roland, C. The Woiks of R. in Windsor Cattle. 1S65. 

See also III., Heinecken, 1708-69. 

VeCELLIO, Tiziano. 

Calalogo delle incisioni . . . tratte dalle opere di T. ed esistenti nella collezione 
. . , di G. B. Cadoiin in Venezia. [Venice, 1876.] 

Velazquez, Diego de Silva y. 

Shrling-Maxwell, (Sir t W. Essay towards a Catalogue of Prints from the 
works of V. and Murillo. London, 1S73. 

Cuutis, C. B. V. and Murillo. Descriptive and Ilistoiical Catalogue. London, 
1SS3. 


VIII. REPRODUCTIONS 


Otttey, W. V. Collection of 129 Facsimiles of scarce . . . Prints of the Early 
Masters of the Italian, German, and Flemish Schools. London iS^ (and 
1S2S). 

Amand-I)urand. Eaux-fortes ct gravures des maitres anciens . . . Notes par G. 
Puplessis. 10 vols. Paris, 1S72-7S. 

S'IIRLING-Maxweix, f .Sir) W. Examples of the engraved portraiture of the 16th 
century Privately printed. London, Edinburgh, 1872. 

Hirlh, G. Kulturgeschichtliches Bilderbuch. 5 vols. Munich, 1882. 

Les Grands IUustrateurs, 1500-1S00. 6 vols. Munich, 1888*91. 

Internationale Chalcographische Gesellschaft (also publ. in French and English). 
Berlin, Paris, London, etc. 18S6-97. 

Kupfersticlie und Ilolzschmtte alter Meister in Nachbildungen herausgegeben von 
der Direction dor Reichsdruckerei unter Mitwirkung. . . von F. Lippmann. 
Berlin, 1889-1900. (Engl. ed. 10 vols. Quaritch, London.) 
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Das Kupferstichkabinet. Berlin, 1897, etc. (Engl ed. : the Print Gallery, Grevel, 
London, 1897-9S). 

The Durer Society. Notes by C Dodgson and S. Montagu Peartree. London, 
1S9S-190S. 

Graphische Gesellschaft. Berlin, 1906, etc. <'in progress^ 

Autotype Company (various reproductions), London. 

Diederich, Eugen. Deutsches Leben der Vergangenheit in Bildern. Alia*. mit 
1760 Nachbi Id ungen alter Kupfer- und Holzschnitte aus dem 1 5 teu — iS ten 
Jahrhundert. Mit Einleitung von H. Kienzle. Jena, 1908. 

IIinp, A. M. Great Engravers. London (Ileinemannb 1910, etc. 

See IV., France, Chesneau, 1SS5 ; Model and Springer, 1912 ; British Isles, Fagan, 
1S93 ; V., Portraits, Thane, 17SS ; Richardson. 1792 ; \\ oodburn, 1S16 ; Rodd, 
1820 ; VI. A , Amsterdam ; London, B M. ; Munich ; Dresden. 



APPENDIX III 

INDEX OF ENGRAVERS AND INDIVIDUAL BIBLIOGRAPHY 

Tilt index is divided into the fallowing sections — 

I ENGR.WLKs WHOSE XAMLS ARt KNOWN. 

II. Engravers known by their Monograms, Initiate, etc. 

III. Engravers known by their Marks. 

IV. Engravers known by their Dates. 

V. Engravers known by the Subject or Locality of their Principal Works. 

In each entry the first page quoted gives the passage most directly dealing with the 
engraver’* work. Sicniularv quotations do not include every passing allusion, but only 
such references as foim a real supplement to the principal passage. The index covers the 
classified list as well as the historical portion of tile book, and also includes writings by 
engraxeis in the general bibliography 

Jan and de are only taken as initials m the case of anglicized foreigners On the other 
hand le an < 9 la almost invariably stand a* initial*. Absolute strictness, however, sometimes 
yields to convention 


I. ENGRAVERS WHOSE NAMES ARE KNOWN 


Abacco. 5 tv Labacco 

At hfni:\( ii, Andieas I .t Cass**l, Dusseldorf 1815-1910 
AdemuI i o, Luigi, Aq Milan, Florence. 1764-1849 
Ai i.sl, Nitolo van l'ubl , en. Hiussels, Rome 1526-af 1612 
All I.I.CK, Andrew F Ft Avrshire Contemp 
Agaz/i. C arlo Paolo. Lt. Milan. C ontemp 
Agriuoly. Call En Karlsruhe, Vienna 1779-18^2 
Aid, George Charles. Et. M Lou s l U s A ), Paris'" b ab 1878 
Airy, Ann 1 Et, icol.'j. London. Contemp, 

Aki n. jan van Et Amsteidam 1614-1661? 

AKFRSioor. W O En. Haarlem fl. 1608-28 
Akri I . Carl Fietli lk Et. , aq Stockholm. 1779-1808 
A I blr ri, Cherubino En Rome. I5=i3-t6i5 
Aldlgkevlk, Ilcinrich. En , et. Paderboin, Soest 1502-af 1^5 

i J Gclirken, Munster, 1841 ; M Gei-berg, Die Munst» nschui Wicdertaufer 
und V, Strasbourg, 1907, (.oh in, Durer and A. , Portfolio, vui 166; Licht- 
waik, l/v ornament 1 Jakrb v 88 
Au \met, Francois Germain. En Abbeville, Pari*, London 
Auamlt, Jean Jacques E11. Abbev die, Paris. 1726-88 
E Delignn ns, Catalogue Pans, 1896. 

Aux, Pierre Michel Aq , en Pans, fl ab. 1790-181 7 
Alken, Henr>. Et , aq. London. 1784-1351 
Tat lock. Burl, Nov. 1920 
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PAGE 

Alken, Samuel. En. , et. , aq. London, fi. 1780-1825 . , . 385 

Allais, Jean Alexandre. Aq. , en , mixed mezz. Paris. 1792-1850 . . 3 73 

Allais, Louis Jean. Aq , en. Paris. 1762-1833 .... 373 

Allemand, Louis Hector Fiancois Et. L\ons. b. 1809. fl. 1836-49 . 374 

Allen, Tames Baylis. En. London. 1803-76 . . . 222, 223, 386 

Aliieloveen, Jan \an. Et. , mezz. Utrecht fl. ab. 1678-83 . . 356 

Alt, Rudolf von. Et. Vienna. 1812-1905 . . . . 351 

Weixlgartner, Graph. Kunste, xxix. 45 ; Mitteil. , 1906, p. 27. 

Altdorfer, Albrecht. E11, , et. Regensburg, ab. 1480-1538 . 81, 107, 345, 346 


M. Friedlander, Leipzig, 1891, and Graph. Gesellsch. ni (1906) ; T. S Moore, 

London, 1900; Colvin, Durer and A A, Portfolio , vm. 134; H. Voss, 

Leipzig, 1910; Dodgson, Burl. Mag xvii. 290. 

Altdori ek, Erhard. En. , et. Regensburg, Mecklenburg-Schwenn. fl. 1506-70 107,346 


Dodgson, Mittal., 1911, p. 21. 

Amato, Francesco. Et. Genoa fl. ab. 1650 . . . .362 

Ambkosi, F. En. Italy, fl. ab. 1800 ..... 364 

Amettleb, Bias. En. Barcelona, Madrid. 1768-1841 . . . 377 

Am 1 coni, Tacopo. Et. Venice, Schleissheim, London, Madrid 1675-1752 . 365 

Amman, Jost. Et., en. Zurich, Nuremberg. 1539-91 . . 109, 86, 346 

C. Becker, Leipzig, 1854 ; O. von Schorn, Kunst und Gewerbe, xvi. 1 (Nurem- 
berg, 1882). 

Amsler, Samuel. En. Schinznach (Aargau), Munich. 1791-1849 . . 349 

Anderloni, Pietro. En. Milan. 1784-1849 .... 364 

E. Anderloni, Opere e vita de P. A., Milan, 1903. 

Andrea, Zoan. En. Mantua, Milan, fl. ab 1475-1505 . 57, 59, 60, 62, 360 

E. KollofY in Meyer’s Allgem. Runs tier Lexikon, i. (1872!, p. 698 ; Rivoli and 
Ephrussi, Gazette , 3 0 per v. and vi. ; V Arte , \i. Appendice, p 12. 

Andrews, Joseph. En. U.S.A. 1806-73 ..... 389 

Mantle Fielding, Mag of History and Biography (Pennsylvania Histor. Soc. ). 
Androuef Ducerceau, Jacques. Et. Paris, Oilcans, Rome. ab. 1510-80 116, 103, 


199. 367 

H. Destailleur, J. A. D. ; les plus excellents Batiments (graves en facsimile), 

Par's, 1868, 70 ; E. Baldus, CEm re reprod. , Pans, 1869 1 Loiseleur, LI Art, 
xxix. 41 ; H. Geymuller, Les D. , Paris, 1887. 

Anesi, Paolo. Et. Rome. fl. ab. 1740-60 .... 362, 365 

Angel, Philips. Et. Middelburg, Haarlem, Lewlen. i6i6-nf. 1683 . . 555 

Angeli del Moro, Battista d’. Et. Verona, Venice, fl 1550 . 113, 361 

Angeli del Moro, Marco d’, Et. Veiona, Rome. d. 1560 . . .361 

Angelo, Pedro. Et. Toledo, fl. i5Q7-ab. 1625? .... 377 

Angeren, Anton Derkzen van. Et. Delft, Rotterdam, b. 1878 . . 360 

Annedouche, Joseph Alfred. En., mezz. Paris b. 1833 . . 374, 37b 

Ann is, W. T. Mezz. England, fl. ab. 1798-1811 . . . 244, 383 

Anton isz, Cornells. See Teunissen. 

Apostool, Cornells. Aq. Amsterdam, London, fl. 1793-1820 , 359, 38; 

Appian, Adolphe Et. Lyons. 1819-98 ..... 374 

Appleton, Thomas Gooch. Mezz Shalfoid, Deal, Great Missenden. b 1854 . 383 

Aquila, Francesco Faraone. En. , et. Rome. fl. 1690-1740 . . . 363 

Aquila, Pietro. Et. , en. Marsala, Rome 1640-ab. 1700 , . . 363 

AranyoS'W, Akos. Et. Kaschau. 1872^-1898 .... 3=;i 

Arata, Francesco. Et. Italy. Contemp ..... 366 

Araujo, Ceferino. Et. Madrid, fl. from ab. 1858 .... 377 

Archer, John Wvkeham. En , et. London, 180S-64 . . . 3S0 

Ardizone, Simone di. En. Verona, Mantua, fl 1475 . . 57, 360 

Arendzen, P. Johannes. En , et. Amsterdam. Contemp. . . . 359 

Armington, Frank Milton. Et Toronto, Paris, b. 1876 . . . 390 

Chauvet, Gazette, 4 0 p£r. \iu. 137. 

Armstrong, Cosmo. En. London, fl. 1800-36 .... 386 

Arteaga, Mathias Et. Spain, d. 1704 .... 252, 377 

Aspruck, Franz. Goldsmith, punch-en Brussels, Augsburg, fl. 1590-1603 290, 345, 354 
Athanas’ev, K. Ya. En. St. Petersburg, fl. ab. 1841 . . . 392 

Atkinson, John Augustus. Et. , aq. London, St, Petersburg 1775-af. 1831 . 385 

Aubert, Michel. En. Paris, ab. 1704-1757 . . . 200, 370 



422 


INDEX OF ENGRAVERS 


Aubry, Peter. En. Strassburg. 1596-1666 ? 

Audhsakrok, Robert van. En., et. Ghent, Rome. 1663-1743 
Auduuin. Pierre En. Paris. 1768-1822 
A u dr ax, Benoit I. En. L\ons, Pans. 1661-1721 
At DR an. Benoit II. En Pans 1700-72 
Sale Catalogue, Pans, 1772. 

Audran, Chailes jKarle En , et. Paris, Rome 1594-1674 
A I’D rax, Gerard. En. L\ons, Paris. 1640-1703 

Sale Catalogues, Pans, 1742, 175 7, etc. , F. C. Joullain, Paris, 
Duple^sis, G. A., Lyons, 1858, Les A. , Pans, 1892. 

Audrax, Jean. En. Lyons, Paris 1667-1756 
Aaeeixe, Piene Bln Paris 1660-1722 

Ayeeinh. Pierre Alexandre En. Paris 1710 (i697°)-i76o . 
Aakie, Paul Et Algiers. Paris, b 1843 


PAGE 

129, 346 

358, 363 

201, 37I 
. 200, 37O 

200, 201, 248, 37O 

. 122, 368 

197* 199. 3 68 , 370 
1772; G. 

200, 201, 248, 370 
367 

. 200, 213, 37O 

375 


Bai hl:r, Otto H Et. U.S A. b 1856 ..... 390 

Koehler, Anier Art Rev 11., 1st Div 51, 2nd Di\. 231. 

Backiivysiin, Ludolf. Et Amsterdam. 1631-1708 .... 356 

Bacon, Frederick. En. London. 1803-87 ..... 385 

Badai.uu hio, Sisto En. Parma, Bologna fl. from ab. 1606 . , 362 

Baer rsoiix, Albert Et. Ghent, b. 1866 .... 335, 360 

Fieiens-Geuiert Brussels, 1911, Art et Del or xiv, (1903) 258, and Onze Kunst , 

Ftb. 1910 ; H Frantz, Studio, Oct 1906. 

Baileie (Capt. 1 William Et , mezz , cr. , st. Ireland, London. 1723-1810 240, 179, 

355. 3 8i » 382, 3 8 5 

E. Rolloff m Meyer’s Allgem. Kunstler-Lexikon, 11. (1878), p. 549. 

■ Baiuju t B ai.liu ), Pietei de. En. Antwerp, Rome. 1613-ab 1660 . 

Baker, Oli\er Et. Birmingham, Stratfoid-on-Avon b. 1856 
Bai., Cornells Joseph. E11. Antwerp. 1820-67 
Set* / 'hit Hi'Che School, 1867. 

Baldixi, Baccio. En. Florence b 1436? fl. ab. 1460-80? d. 1487? 

Cf E. Rolloff, in Mevei s All gem. Kun^tler-Lexihon, li. (1878), p. 574. 

Bai.duno, IlansiGruni En. Stiassburg, B'reiburg (Breisgau). ab. 1476-1545 
M Escherich, Strassburg, 1916. 

B \i K< hoi , Jean Joseph I.11 Augnon, Paris. 1719-64 . . 2 

Bales ira, Antonio. Et. Verona, Rome, Venice. 1660-1740 
Bai I., Wilfrid. Et London b 1853 ♦ . . . . 

Studio, \\ 1 3 

B\Li.r.sn:R 1 B vlksieri, Joaqum. En. Spam. fl. 1780 

Bu.i in Tool l John » En , me/z , etc Voile (Jutland), Copenhagen, Paris, London, 

1822-85 ........ 

BM.li.xs, P.eter. En. Antwerp, d ab. 1598 
Band, Hieiommus Goldsmith, puneh-en., en 
Baoloy, Jean Chafes En. Paris 1721-77 
Rakhari, Jacopo de’. En. Venice, Nuremberg, Burgundy. 


Nuremberg. 1553-1630 


353 

3 8 7 

359 

49, 360 

81. 345 

201, 371 

365 

3 S 7 

377 

39 1 
130. 352 
345 
37i 
62, 


217, 


ab. 1 4 50- be f. 1516 

74, 91, 98, 360 

Harzen, Archiv , i. 210; C. Ephrussi, Paris, 

1896 ; Justi , J. de’ 


Galichon, Goz^tte, xi 311, 445 

1870 , Cotun. Port tot, mu. 86; Riisteller, Chalc Sol. 

B. und A. Durer, Rtpert. \\i. 346, 439 ; L. Cust, Jahrb. xm. 142 ; cf. L. 
Justi, (.onstiuirte Figuren ... A. Durer’s, Leipzig, 1902; B. Haendcke, 
Diner’s Bcziehting'-n zu B , Lihrb. xix 161. 

Bar razz \. FrinteSLO Et , en Rome fl ab. 1771-1800 
Barrierk, I)ome?ru> del Et , en, Blorence, Fontainebleau ab. 


Bahian. Pans, 1877 

BvRniLRi, Gunanm France-on (Guercino) 

T A CaUi, Bologna. 1808. 

B\R( 1 Eos, Juan Et , en Spain fl ab. 1780 
BarijAs, A f Et Brussels ? fl 1690-1700 
Barker. Anth<*n\ R Et. Con temp. 

IBki.v.«iu, I"!i'iiibo. Publ , en. ' J Rome, fl ab. 1540-^0 
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Meyer, Melchior. En. Freiburg, Italy, fl. 1581 .... 345 

Meyssens, Jan. Publ. , en. Brussels, Antwerp. 1612-70 . . . 353 

Miciialek, Ludwig Et. , aq , en. , mezz. Temes\ar, Brunn, Vienna, b. 1859 351 

Meder, Graph. Kunstc , xxiv. 119; Ausstellung, Maehnsehes Gewerbe Museum, 

Brunn, 1907. 

Michel, Jean Baptiste. En., st. Paris, London. 1748-1804 . . 219, 275, 380 

Michiels, Jean Baptiste. En. Antwerp, 1821-90 . 359 

MiddiMAN, Samuel En. London. 1750-1831 . . . 219, 379 

Miklk, Jan. Et. Antwerp, Italy. 1599-1664 .... 356 
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Koehler, Amer. Art Rev. 11. 1st div p. 102. 
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Molyn, Pieter I. Et. Haarlem, London. 1595-1661 , „ 1:68, 355 

Granberg, Zeiischr. xix. 369. 

Monaco, Pietro. En. Venice. 1710-af. 1763 . . . -363 
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Koehler, Amer. Art Rev. 11. 1st div. 183. 
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Koehler, Amer. Art Rev. i. 149, ii. 2nd div. 164. 
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Koehler, Abler. Art Rev. i. 15 1, 11. 2nd div. 104. 
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Morgiien, Guglielmo. En. Florence, fl. 18.2, 19 . t * 
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F. R. Halsey, New York, 18S5 , Annals, iv. 575. 
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Metcalfe, P.C. Quarterly , 1912, p. 3. 
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Catalogue des planches, Pans, 1749. 
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Naudin, Bernard. Et. Pans. fi. from 1903 . 

F. Poncetton, Pans, 1918. 
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Neue, Frans de. Et, Amsterdam, Rome. bef. i6io-af. 1660? 
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Nolpe, Pieter. Et. Amsterdam. 1601-af. 1670 . 
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Burl F. A. Club, Exhib. , 1883. 

Noordt, Johannes van. En , et. Amsterdam, Antwerp, fl. 1641-76 . 

C. H. de Groot, Oud- Holland, x. 210. 

Norblin (de la Gourdaine), Jean Pierre. Et. Poland, Paris. 1745-1830 250, 
F. H(illemacher), Paris, 1848 ; W. Franke, Leipzig, 1895 i Fournier - 
Sarloveze, Rev de V Art A nr et Mod. x\i. 219. 

Nordfeldt, J. Olsson. Et. Sweden, Chicago, Paris, b. 1878 
Nordhagen, J. Et. Norway. Contemp. . 
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Noseret, Luis Fernandez. En. Spam. fl. 18.2 

Nothnagel, Johannes Andreas Benjamin. Et. Frankfurt. 1729-1804 

Novelli, Francesco. Et. , en. Venice 1767-1836 ; 

Nugent, Thomas. St. Ireland, London, fl. 1791-1829 
Nutter, William. St. London. i754?-i8o2 . 

Nijpoort, Justus van der. Et. , mezz. Utrecht, Prague, Vienna, fl. 1650-1700 
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Buity, Gazette, v. 349. 

Oeser, Adam Friedrich. Et. Vienna, Leipzig, Dresden. 1717-99 . . 348 

A. Durr, Leipzig, 1879. 

Oesterreich, Matthaeus. En.,et. Hamburg, Dresden, Italy, Berlin. 1716-78 232,348 
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Orley, Richard van. Et. Brussels? Antwerp, ab. 1662-1732 . . 354 
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OssenbeeCK, Jan ian. Et. Italy, Frankfurt, Regensburg. 1627 ?-y8 . . 357 

Ostade, Adriaen van. Et. Haarlem. 1610-85 * . . 188, 301, 356 
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Frantz, Studio, x\ix. 274, and Aug. 1906. 

Ottaviani, Giovanni. En., et. Rome, Venice, London, ab. 1735-1808 291, 365 
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En. London? Copenhagen? b. 
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1628^ fl. until 
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Pat as, Jean Baptiste. En 
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Paton, Hugh. Et Glasgow, Manchester, Marple. 

PatriCOT, jean. En., et. Paris Contemp. . 
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Phillips, George Henry Mezz. England, fl. ab. 1835 
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hi ; see H. Havard, L’Art et les Artistes Hollandais, Pt. iv., Pans, 1881. 

Velde, Jan van tie. Goldsmith, map-en., mixed mez/.? aq. * Amsterdam, Haarlem, 

Stockholm fl. 1630-af. 1652 . . . . . 169 

Vellert, Dirick Jacobsz (“ Dnk van Star ”). En., et. Antwerp, fl. 15 11-44 

114. 89, 351, 352 


Gluck, Jahrb . (Vienna), xxii. ; Beets, Onze Kunst, x. 137, xi. 109. 

Veian, Philippus. En. Leyden, Paris, Amsterdam. 1786-1836 . . 359 

Vendkamini, Giovanni. St., en. Near Bassano, London, St. Petersburg. 1769- 

1839 ........ 295, 365 

Venxziano, Agostino. See Musi. 

Vknturini, Giovanni Francesco. Et. Rome. fl. ab. 1650-1700 . 199, 363 

Verbeecq, Pieter Cornelisz. Et. Aikmaar, The Hague, b. 1600 . . 355 

Vekbokckhovex, Eugene Joseph. Et. Brussels. 1799! 1798 ’I- 1881 . . 359 

Vekboom, Adriaen. Et. Amsterdam. 1628-af. 1667 . . , 19 1, 336 

Verges ark at, Henri. Et. France, fl. from ab. 1900 . . » 375 

Roger Marx, Gazette, 4 e p« 5 r. vu. 298. 

Verini, Benedetto. See Index III. (Die). 

Vekkolje, Jan. Mezz. Delft, Amsterdam. 1650-93 . . . 266, 357 

Verkoije, Xicolaas. Mezz. Delft, Amsterdam. 1673-1746 . . 266, 357 

Wessely, Archiv, xiv. 81. 

Verkruys (“ della Croce"), Theodor (II.?). En. Holland, Florence, d. af. 

1723 ........ 358, 363 

Vermeer. See Meer. 


Vermeulen, Cornells I. En. Antwerp, Pans. ab. 1644-1702 . . 3^4 

Vermeyex, Jan l“ El Mayo ”). Et. Haarlem, Spam, Tunis, Brussels. 1500-59 115,3^2 

Vernet, Claude Joseph. Et. ? Avignon, Paris. 1714-89 . . 251, 370 

L. Lagrange, Brussels, 1858 (from Rev, Umv, des Arts ); Genevav, Id Art, \i. 

254. 307 1 vu 61. 

Vekschuring, Hendrik. Et. Gorcum. 1627-90 . . . 356, 357 

Verstraete, Theodore. Et. Antwerp, b. 1851 . . . . 360 

Vertuk, George. En. , mezz London. 1684-1756 . . . 154, 358, 379 

Account of some pictures and prints by G. V. , London, n.d. B M. 

Veth, Jan Pieter. Et. Dordrecht, Busum. b. 1864 . . , 334, 339 

A Jolles, y.eitschr. 2nd s^r. xiv. 1. 


Veyrassat, Jules Jacques. Et. Paris 1828-93 .... 374 

Hamerton, Portfolio, in. 129; Menard, Portfolio, \ i. 162. 

Vial \rt. See St Morys 

Viani, Domenico Maria. Et. Bologna, Pistoia. 1688-1711 . . , 362 

Viani, Gio\anni Maria. Et. Bologna, 1637-1700 . . . . 362 



480 


INDEX OF ENGRAVERS 


PAGE 

Vico, Enea. F.n. Parma ri 1541-67 .... i3 2 > UL 3 61 

Vidal, G6raud. St., en., aq Toulouse, Paris. 1742-1804 . . . 373 

Vieira, Francisco. Et Lisbon, Rome 1699-1783 .... 377 

ViEN, foseph Marie. Et. Montpellier, Paris 1716-1809 . . . 370 

Emenc-David, Paris, 1809 (from the Momteur Universal) ; J. Lebreton, 

Notice Histonque, Paris. 1809 (from the Magas in Encyclopedique). 

Vikkoe, Daniel. Et. Madrid, Pans. 1851-1904 .... 378 

Mi tT eon, Gazette, 3 e p6r. mx. 229 , J de Marthokl, Pans, 1906. 

VidAXot Vico. Et. Italy, b. 1874 . . . . . 339, 366 

Vignon, Claude. Ft. Touis, Rome, Pans. 1593-1670 . , . 367 

Vile \mkna, Francesco. En. Rome fl. 1576-af. 1622 . . 133, 142, 361 

Villon, Jacques. Et (col.). Paris. Contemp. .... 37 6 

Vincent, George Et , mezz. Norwich, London. 1796-1836 . . 386 

Vincent, William. Mezz, fl. 1690 ...... 379 

Vinci, Leonardo da. En. ? Florence, Milan, Amboise. 1452-1519 . 6i, 360 


G. d’Adda, Gaze 'te, xvii. 434 and x\v 123; P Errera, Rassegna, 1. 81 ; A M. 
Hind, Hurl. .1 fag , Oct. 1907 For biogr. etc., see J. P. Richter, 1880 (also 
Literary Works, London, 1883); P. Muller-Walde (Munich, 1889); E. 
Muntz (Paris, 1899; Engl, ed , London, 1898); G. Uzielli (Ricerche, 1872, 


1884, and 1896). 

ViNODORE, Tommaso (II Bolognai See Index III. (Die). 

Vinckboons, David. Et. Mechlin, Amsterdam. 1578-1629 . .116, 354, 355 

H. Conmckx, Antwerp, 1908 , Springer, A mil . Berichte, Berlin, xwi. 295. 

Vinne, Isaak van der (I. de Nageoires). Et. Haarlem. 1665-1740 . . 358 

Vinogradov, Efim. En. Russia. 1725-70? .... 392 

Viskntini, Antonio En. Venice 1688-1782 .... 365 

Visschkk, Cornells. En. , et. Haarlem. 1629 -*-58 ? . . . 129, 353 

R. Hecquet, Catalogue des estampes grav. d’apres Rubens .... etdel’oeuvre 
de C V. , Paris, 1751 ; P. F. Basan, ditto, Paris, 1767 ; W. Smith, Bungay, 

1864 (from the i\ A . Quarterly) , J. Wussin, Leipzig, 1865. 

ViS^CHER, Jan. En , et. Haarlem. 1634-92? .... 353 

T. E. Wessely, T. and L. V. , Leipzig, 1866 {Anhiv, xi. 1131. 

VisstHER, Lambert. En Amsteulam, Italy, fl. 1664-92 > . . 353, 354 

Visschkr, Nicolaes (Claes) Jansz. Publ.,en,et. Amsterdam, ab. i587-i66o :) . 355 

Vital ba, Gio\anni. En , st. Venice, London, ab. 1740-af. 1789 . 291, 364 

Vital 1, Pietro Marco. En Italy ab. 1755-1810 .... 364 

Vita lin 1, Francesco. Et. (col ) Italy. Contemp. . . . 366, 397 

Vittinghoff, Carl von. Et. Vienna 1772-1826 .... 348 

Vivarfs, Francois. En , et., publ Montpellier, London. 1709-80 . 207, 355, 379 


Catalogue of prints engraved by F. V , sold at the engraver’s printshop, London, 
n d. 


VlVARES, Thomas. Et. London fl ab 1761-1805 . . . 289, 381 

Vivi \M, Antonio. En Bassano, Florence, Venice 1797-1854 . 202,364 

Vlieger, Simon de. Et Rotteidam, Delft, Amsterdam, Weesp. 1601^-53 

1 93* 170, 357 

Haverkorn v. Rvscwvk, ()//d-f ltd/and, i\. 221, m. 229. 

Vi.IET, Ian Georg van. Et. Delft, Leyden b. ab. 1610. fl. 1631-35 183, 175, 355 

Sec ’Rembrandt, bibl , Bartsch, etc. ; D. Rov inski, ElevesdeR., St. Petersburg, 

1804 ; I F. Lmck, A rchiv, v. 285 ; C. H. de Groot, Die Beziehungen des 
I. ( j. v. V. zu Rembrandt, Relert. xiw 382. 

VoTRsT. Robert van. En. Arnheim, Utrecht, London. 1596-bef. 1636 138, 353, 378 

Vik.m , Bernhard Mezz. Nuremberg, Augsburg. 1683-1737 . . 349 

VoGKLER, Heinrich. Et. Du^seldorf, Worpswede. b. 1872 . . 337, 350 

E W. Braun, Graph. Ku co/V, x\i. 115; R M. Rilke, Worpsvvede, Bielefeld, 
and Leipzig, 1903. 

Vogthi kk, Heinrich II. Ft Stiassburg, Augsburg. 1513-af. 1544 . 109, 346 

Ydlk\i\nn. Hans Richard von. Et. Karlsruhe, b. i860 . . . 350 

Vnn Ml R. Adolf Friedrich. Ft Hamburg. 1806-75 .... 350 

Volpxto. Giovanni. En Bassano, Venice, Rome. 1733-1803 . 209, 364 

Vorstekman, Lucas I. En. Rommel , Antwerp, London i^g^-ab 1675 

126, 128, 138, 150, 166, 353, 378 

H Hymans, Catalogue, Brussels, 1893 
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Vorsterman, Lucas IT. En., et. Antwerp. 1624-ab. 1667 . . 190, 353 

Vouet, Simon. Et. Paris, London, Constantinople, Venice, Rome. 1590-1649 

163, 198, 367 

C. Lecarpentier, Rouen, n.d. 

Vouillemont, Sebastien. En., et. Paris, fl. 1640-60 . . . 369 

Vriendt, Frans de. See Floris. 

Vries, Simon de. Et., en. Leeuwarden (?), The Hague, ab. 1580-bef. 1628 353 

Vcibert, Remy. Et. Troyes, Rome, Pans. fl. ab. 1630-68 . . . 367 

Wael, Cornells de. Et. Antwerp, Genoa. 1592-1662 . . . 355 

L. Schiebler, Repert. vi. 244. 

Wael, Jan Baptist de. Et. Antwerp, Italy. 1557 ’-1633? . . . 355 

Wagner, Carl. Et. Memingen, Dresden. 1796-1867 . . *35° 

Wagner, Joseph. En. Munich, Italy, Paris, England. 1706-80 . 208, 347, 363 

Walcot, William. Et. b. 1874. London, Oxford . . . .388 

Walker, Anthony. En., et. London. 1726-65 .... 380 

Walker { nee Reynolds), Elizabeth. Mezz. London. 1800-76 . . 383 

Walker, James. Mezz. London, St. Petersbuig 1748-1808 . 279, 382 

Walker, William. En., et. Thirsk, London. 1729-93 . . . 380 

Walker, William. Mezz., st., en. Edinburgh, London. 1791-1867 

285, 299, 383, 384 

Walker, William, Et. Stirling, London, b, 1878 .... 388 

Wallis, Robert. En. London, Brighton. 1794-1878 . . 222, 386 

Waltner, Charles Albert Et. Paris, b. 1846 .... 376 

R. Bouyer, Paris, 1902 (extr. de L'CEarre et l' Image). 

Ward, George Raphael. Mezz. London. 1798-1878 (1879?) . . 383 

Ward, ]ames. Mezz., et. London. 1769-1859 , . 281, 276, 306, 383 

P. Mantz, Gazette , v. 164 ; C. R Grundy, London, 1909. 

Ward, William. Mezz., st. London. 1762 (more probably than 17661-1826 

281, 276, 278, 297, 306, 383, 384 

Julia Frankau, W. and J. Ward, London, 1904. 

Ward, William Tames. Mezz London. 1800?- 40 .... 383 

Warner, Everett L. Et. New York, Paris, b. 1877 . . . 390 

Warren, Charles. En. London. 1767-1823 .... 380 

Washburn, Cadwallader. Et. Boston, New York, Mexico, Paris, fl. from 

ab. 1903 ........ 390 

Watelet, Claude Henri. Et., en. Paris. 1718-86 . . 37 2 - 355* 398, 396 

Waterlo(o), Anthonie. Et. Amsterdam. 1609(10) (or earlier ^-af. 1676 191, 356 

A. Bartsch, Vienna, 1795 ; J. E. Wessely, Hamburg, 1891. 

Waierson, David. Mezz. Brechin, b. 1870 .... 383 

Watson, Caroline. St. London. 1761 ?-t8i4 . , . 295, 219, 384 

Watson, Charles John. Et. Norwich, London. Contemp. . . . 388 

Watson, (Mrs.) Charles John. See Bolingbroke. 

Watson, James. Mezz. Ireland, London. 1739 ?-90 „ .274, 275, 382 

WATSON, Thomas. Mezz., st. London. i743(5o?)-8i . 277, 276, 382, 384 

G. Goodwin, T. W., T. W , and Eliza Judkins, London, 1904. 

Watt, James Henry. En. London. 1799-186 7 . . . . 385 

Watteau, Antoine. Et. Valenciennes, Paris. 1684-1721 199, 201, 214, 248, 370 

E. de Goncourt, Catalogue, Paris, 1876 ; V. Jos/ . Paris, 1905 ; E. H. 
Zimmermann, Klassikcr der Kunst, Stuttgart and Leipzig, 1912. 

Watts, John. Mezz. London, fl. 1770-86 ..... 382 

Waits, Simon. Cr., en., et. London, fl. 1778 . . . 293, 384 

WAUMANS, Conrad. En. Antwerp, fl 1630-50 . . , . 353 

Webb, John Cother. Mezz. London b 1855 .... 383 

Webster, Herman A. Et. New Yoik, Chicago, L'.S.A., Pans. b. 1878 . 390 

M. Hardie, Keppel Booklet, New York, n d. (1910?); see Gazette, 1907, p. 66. 
Wechter, Georg. Et., en. Nuremberg, fl. ab. 1570-1630 . . - 345 

Wedgwood, John Taylor. En. London. 1783-1856 . . . 385 

Welle, H. J. van de Et. Holland. Contemp. .... 359 

Wehrschmidt, Daniel Albert. Mezz. Cleveland (Ohio), London, b 1861 . 390 

Weigel, Christoph. En , mezz. Vienna, Augsburg, Nuremberg. 1654-1725 272, 347 

Weiner, Hans. Et. Munich, fl. ab. 1611 ..... 346 

2 l 
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Weir, Julian Alden. Et, New York. 

Pach, Gazette , 4 e p£r. vi. 214. 
Weirotter, Franz Edmund. Et., aq. 


b. 1852 


333' 


Innsbruck, Paris, Italy, Vienna. 1730*71 

247, 

Weisbrod, Carl Wilhelm. En. Ludwigsburg, Paris, Hamburg. 1746^-1806? 
Welch, Thomas B Mezz., st , en. Charleston, Philadelphia, Paris. 1814-74 389- 

Wellmore, E. St., en. Philadelphia, fl. ab 1834-35 
Wells, William Frederick. Et. London. 1762-1836 

Welti, Albeit. Et. Zurich, Munich, b. 1862 .... 

L. Weber, Welti Mappe ( Kunstzaart , Munich) ; W. War Unarm, Zurich, 1913. 
WEN BAN, Sion Longley. Et. U.S.A , Munich 1848-97 . . 350, 

H. E v. Berlepsch, Graph. Kiinste, xxn. 57; O. Weigmann, Leipzig, 1913. 
Wenzel von Olomlcz. En. Olmutz. H. ab. 1480-1500 

F. Harck, Innsbruck, 1880; M. Lehrs, Dresden, 1889 ; Colvin, Portfolio, vni. 182. 
WESTALL, Richard. Et , aq., mezz. Hertford, London. 1765-1836 218, 293, 380, 

Westall, William. Et. , aq. Hertford, London, Travel in East. 1781-1850 
Westerhout, Aernout van En. , et. , mezz , publ. Antwerp, Rome. 1666-1725 

357. 35 8 ' 

Whistler, James Abbott McNeill. Et. U S.A., Pans, London. 1834-1903 

, 3 2 4> 3 g 7- 170. 

R. Thomas, Catalogue, London, 1874 ; F. Wedmore, Catalogue, London, 
1886 (suppl. 1899), Four Masters of Etching, London, 1883, Whistler and 
others, London, 1886 (and 1906); W. G. Bowdoin, New York, 1901, and 
London, 1902 ; supplement to Wedmore by an amateur {i.e. E. G. Kennedy), 
New York, 1902 ; G. R. Dennis and T R. Way, London, 1903 ; H. W. 
Singer, Berlin, 1903 ; M. Menpes, London, 1904 ; T. Duret, Pans, 1904 ; 

L. B£n£dite, Paris d905>) ; Baldry, Studio, xxix. 237, xxx 3, 97 ; Pennell, 
Burl. Mag. in. 160 ; Viet, and Alb. Museum, Etchings . . . with a biblio- 
graphy, 1905 (2nd ed. 1908); H. Mansfield, Catalogue, Chicago, 1909; 

E. G. Kennedy, Illustrated Catalogue, Grolier Club, New York, 1910 ; 
Dodgson, PC. Quarterly , vii. 217; Exhibitions: Leicester Galleries, and 
Obach’s, London, 1903; Boston, Copley Soc., 1904; International Soc., 
London, 1905. 

White, Charles. St., en. London. 1751-85 . 

White, Charles Henry. Et. Canada, U S.A., Paris, b. 1878 
White, Geoige. Mezz. London, ab. 1671-1732 
White, Robert. En., mezz . 7 London. 1645-1704 
Wierix, Anthonie. En. Antwerp, d. 1624 . 

WlERlX, Jan En. Antwerp. 1549-1615 

Les planches du Br^viaire ; mod. impp. of plates not bef. published, Museum 
Plantin Moretus, Antwerp, 1903. 

Wierix, Jerome. En. Antwerp, ab. 1533-1619 , . 122, 141, 346, 

L. Alvin, Brussels, 1866 (suppl. 1870-73). 

WiLBORN, Nicolaus En. Munster, fl. 1531-37 

Wilkie, (Sir) David. Et. Edinburgh, London. 1785-1841 . . ’242 

Art Union Journal, Jan. 1840 ; M. T. S. Raimbach, Memoirs of A. Rairnbach, 
including memoir of Sir D W., London. 1843; H. Lamg, Etchings by 
W and Geddes, Edinburgh, 1875 ; J. Desrosiers, Gazette , xxiv. 85, 449. 
Wilkin, Charles. St. London. 1750-1814 .... 295 

Wille, Johann Georg (Jean Georges). En. Giessen, Paris. 1715-1808 3 

203, 154. 213, 347, 364, 373, 377i 39I , 
C- Le Blanc, Leipzig, 1847; G. Duplessis, Memoires et Journal, Paris, 1857; 
Metcalfe, P.C. Quarterly , 1914, p. 13 1. 

Williams, Robert. Mezz. Wales ? London ? fl. 1680-1704 . 2 6~ 

Willman (Wii.llmans), Michael. Et. Komgsberg, Holland, Prague* Breslau. 
1629-1706 ...... 

Willman, Eduard. En. Karlsruhe. 1820-77 
Willmore, James Tibbits. En. Birmingham, London. 1800-63 
Willroidck, Josef. Et. Villach, Munich, DnsseMorf. b. 1838 
Willums, Olaf. Et. Christiania. Contemp. 

Wilm, Hubert. Et. Kaufbeuren. b. 1887 . 

Beringer, Zeitschnft, 2nd ser. will. 188. 
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334* 
357* 
103, 141, 


272, 346, 


Wilson, Benjamin. Et. ( mezz. London. 1721-88 . # 239, jr-, ,rr 

Imitations of Rembrandt, by B. W., Connoisseur, \h. 124. > - 

Wilson, Edgar. Et. London. 1861-1918 

Wilson, William Charles. En., mezz. London, b. ab. 1750 . # * 2IQ 

Windsheim. Hans. See Index II. (H. W.). * y 

Winslow, Henry. Et. Boston (U.S.A.), Paris, New York, London, b. 1874 
Wit, Jacob de. Et. Amsterdam, Antwerp. 1695-1754 . ^ 16' *4-4 

Wit doe K, Jan. En. Antwerp. i6i5?-af. 1641 . . 3o 

With, Pieter de. Et. Amsterdam, fl. 1660 . 

Witsex, Willem. Et. Amsterdam, b. i860 . . . ‘ 

Wittel, Gaspar van (Vanvitelli). Et. Utrecht, Rome. 1647-1736 # - ' 

Woeikiot, Pierre. En. Bouzy, Italy, Lyons, ab. 1531-89 . ^ 10 ^ j 3 ' 

E. Pint, Cab. de VAmat 1. (1861), 17, A. F. Didot, Etude sur T. Cousin 
suivie de notices sur P. W. t Paris, 1872 ; A. Jacquot, Paris, 1892 ; L. Tome 
(Critique de Jacquot), Paris, 1892. 

Woernle. Wilhelm. Et. Stuttgart, Vienna b. 1849 
Wolff, Heinrich. Et. Munich, Berlin, Konigsberg. b. 1875 
Wolfgang, Andreas Matthaus En. Augsburg, England. 1660-1736 
Wolfgang, Georg Andreas I. En., Mezz. Augsburg. 1631-1716 . 272/346 

Wolfgang, Johann Georg. En. Augsburg, Berlin. 1664-1744 1 

Wolfs fll d , Erich. Et. Rome, Berlin, b. 1884 

Woollett, William. En. London. 1735-85 . . .20- ^22 

L. Fagan, London, 1893. 

Woolnoth, Thomas. St., en. London. 1785'af. 1836 

Worlidge, Thomas. Et. Bath, London. 1700-66 . 239, 17, 153 I79 *355 

Sale Catalogue, London, 1767 ; Catalogue of Mr. W.’s prints to be had at 
Mrs. Ashley's (late Mrs. W.’s), London, n.d. 

Worthington, William Henry. En. London, ab. 1795-af. 1833 
Wortmann, Christian Albrecht. En Pommern, Cossel, bt. Petersburg 1680?'- 
1745 ? . . • • . . . 

W outers, Franz. Et. Antwerp, Vienna, London. *614-59 
Wouters, Gomar. Et. Antwerp, Rome, fl.ab. 1683-96 

Wren, (Sir) Christopher. Mezz.? London. 1632-1723 . ^ * o -0 

C. \V., jun., Parentalia, London, 1750. 

Wrenk, Franz. Mezz. Vienna. 1766-1830 . . , .273 306 

Wright, Benjamin. En. London, Holland, Italy. 11. 1596-1620 
Wright, John (Inigo). Mezz., cr London. Ab. 1740-af. 1795 . 289/38^ 

Wright, John. Et. Robin Hood’s Bay, London, tl. from 1899 
Wijck, Thomas. Et. Haarlem, Italy, London. 1616 7.77 , . ’ g 

Wyllie, William Lionel. Et. Rochester, Portsmouth, Tlie Thames, Samoa 
New' York, Constantinople, etc. b. 1851 
C. Bridge, Art Annual ( Christmas Art Journal ), 1907. 

Wyngaerde, Frans van den. Publ., et. Antwerp, ab. 1612-79 , 

Wytsmax, Robert. Et. Belgium. Contemp . # __ 

YAKUNCHIKOV, Marie. Et , aq. (col.). Moscow. Contemp. 

► O. Uzanne, Si mho, vi 148. 

Young, John. Mezz , et. London. 1755-1825 . 4 # 2 g x 


2 73 * 306, 


281, 382 


Zaech, Bernhard. Et. Augsburg, fl. 1650 . g 

Zan, Bernhard. Goldsmith, punch-en. Nuremberg. fl. 1580-81 

ZANETTI, Anton Maria I. En., et. Venice. 1680-1757 . ' 20 g g 3 

Zanetti, Anton Maria II. Et., en. Venice. 1716-78 . 2o8 ’ g 

ZAblNGER, M. See Index II. (M. Z.). ’ ’ 3 3 

Zeeman, A. Et. Middelburg. fl. 1730 . g 

Zeeman, Reynier. See Nooms. * 35 

Zeisig, Johann Eleazar (“ Schoenau ”). Et. Gross- Sc hoenau, Dresden. 1740-1806 348 

Zeisino, Walter. Et. Leipzig, Dresden, Pans, fl from bef. 1905 , 

Fortun}-, Gazette 4 e per. i. ^57 ; Schumann, Zeitschri/t , 2nd ser. x\ii. i6 9 . * 3 

Ziegler, Walther. Et., aq., etc. (col.) Bohemia, Austria, Munich, b. 18-0 3-1 ^ Q 6 

Zilcken, Philippe. Et. The Hague, b. 1857 . . t 3 3 ’ _ 

A. Pit, Catalogue, Paris, 1890. 3 

Zilotti, Domenico Bernardo. Et. Venice. 1730'ab. 1780 . # gg 
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Zimmermann, Ernst Carl Georg. Et. Munich. 1852-1901 . . . 350 

Zincke, Christian Friedrich. Et. Dresden, London. 1684-1767 . . 381 

Zingg, Adrian. En., et. Zurich, Berne, Pans, Dresden, Leipzig. 1734-1816 347, 348 

Zobel, George Mixed mezz. London. 1812-81 . . . 383, 386 

Zocchi, Giuseppe ’ Lt. Florence. 1711-67 ..... 365 

Zorn, Anders. Et. Stockholm, London, America, Paris. 1860-1920 . 337, 155, 391 


Laurin, Studio, xin 164; F. v. Schubert-Soldern, Dresden, 1905, and Graph. 
Kunste, xxvin 1, E. Andre, Paris, 1907, and Gazette, 1907, p. 147; F. 
Servaes, Bielefeld and Leipzig, 1920; L. Delteil, Peintre-Graveur IllustrJ, iv. 
Pans, 1909; K. Asplund, Illustrated Catalogue, Stockholm, 1920 ( Swedish 


and English). 

Zubov, Alexis Et , mezz. St. Petersburg, fl ah 1718-29 . . . 392 

Zuccarelli, Francesco Et. Florence, Venice, London. 1702-88 . . 365 

Zucc HI, Andrea En., et., mezz Venice, Dresden. i675?-i740 . 208, 363, 364 

Zucchi, Francesco En. Venice. 1698-1764 .... 208, 363 

Zucchi, Giuseppe En Venice. 1730-ab 1790 .... 363 

Zundt, Matthias ( — Master of the year 1551, and of the “ Kraterograplue ” ?). Et. 

Nuremberg, fl. 1551-70 ..... no, 346 

R. Bergau, Kunstchronik, xi. 30. 

Zwart, Willem de Et. The Hague, b. 1862 . . . 334* 359 

Zylvelt, Antonie \an En. Amsterdam, fl. 1643-af. 1687 . . . 354 


II. ENGRAVERS KNOWN BY THEIR MONOGRAMS. INITIALS, Etc. 


A.G. (= Albrecht Glockenton En, Cpp 

Lehrs, A. G. and W. H , Repert . ix. 1, 

( = B G or B S? Barthel Schongauer ?). 

149° .... 

B M. En. Upper Rhine, fl. ab. 1485 
Bill- En. Lowei Rhine, fl. ab. 1490 
B(V) with the Die. See Index I. (Verini). 

C B with the Tree (the mark of the Hopfers). 

E.S(i466, 1467k En- Strassburg? fl. ab. 1450-70 . . 24, 3, 29, 34, 46, 345 

Wurzbach, /ei'schr , 1884, p, 123; Bochenn, Chronik , i\. 26, M. Lehrs, Die 
Spiel kar ten des Meisters E. S. , Chalc. Soc . , 1892, Jahrb . xi 79, 161, Repert, 
ix. 150, xvu. 40, xxii. 458, Zc it sc hr. xxiv. 168; Colvin, Id Art, wn 217; 

I.,. Cust, Ars Moriendi, 1898, A. Schmarsow, Leipzig, 1890, Jahrb. xxin. 123, 

Be rich te d. pint. hist. Cl. d. Sachs. Ges d. ll'iss ., 1899 ; Kaem merer, Jahrb. 
xv ii. 143; Geisberg, Jahrb. .\\n. 56 ; Bossert, Monatshefte fur Kunstwiss. iii. 

287; Springer, Amtl. Benchte, Berlin, \\\\ 11 ; M. Lehrs, Geschichte und 
Krit. Katalog des Kupf. mi. xv. Jahrh 11 E.S. Vienna, 1910 ; Cicerone , in. 

615, and/<^;/>. xxxni. 275 , Seeker, Cicerone , 111. 545; Heitz, Cicerone, iv. 

136 ; P. P. Albert, Strassburg, 1911. 


er Germany, fl ab. 1480 . *3° *345 

377, Ml. 21 

En. Middle Rhine? fl. ab. 1466- 

. 30. 345 
. 3°* 345 
. 30. 345 


Et. Augsburg, fl. 1531 . 


109, 346 


F A. En Northern Italy, fl. ab. 1507 ..... 360 

F V B ( = Franz von Boehult?) En. Lower Rhine, Germany, or Netherlands. 

fl. ab. 1490 ....... . 34, 34c 

Colvin, L' Art , xxvin. 86. 

F N. En. Northern Italy, fl. ab. 1515 . . . . . 360 


(4 A with the Caltrop (“a la chausse-trappe,” “ mit dem Fussangel”). En. 
Rome. fl. ab. 1535 ...... 

|^'( - G I.?). E11. Netherlands? fl. ab. 1520-30? . . . 1 

Beets, D. Vellert, Onze Kunst , v. 137 (who reads D I and identities with 
Vellert;. 



MONOGRAMS— MARKS 


4«S 

PAGE 

H(HF)E. En. Italy (Emilia?), fl. ab. 1530 ..... 361 

H L (=Hans Leinberger ? ). See Index I. (Leinberger) 

H.W. ( = Hans Windsheim ">). En Uppei Germany, ti. ab. 1481 . . 345 

I A M with the Weaver's Shuttle. En. Zwolle, fl. ab. 1485 . . . 33* 35 1 

I B ( = Jorg Bens, 1 e. Georg Pencz?). En. Germany, fl. ab. 1525-30. . 85, 345 

Fnedlander, Reper . xx. 130, Pauli, Repert. xx. 298. 

1 B with the Bird (has been called without sufficient foundation Giovanni Battista del 

Porto). E11. Bologna ^ fl. ab. 1500 .... 60, 360 

Gahchon, Gazette , iv. 257 ; F. Lippmann, Chalc. Soc. 1894 {wood-cuts) ; 
Kristeller, Repert. 1895, p. 204 ; cf. A Venturi, Gli orafi da Porto, Archivio 
S ton co Italia no , Florence, tom xx. (1887) disp. 5 a . 

I C. En. Germany, fl. ab. 1500? ...... 345 

I I'CA. En. Northern Italy, fl. ab. 1500-10 .... 360 

I S. Punch-en. Nuremberg, fl 1581-90 ..... 345 

LQ»- *-»■ Upper Germany ? fl. ab 1490 ..... 3°- 345 

Lehrs, Chrontk. 1. 28, it. 50; and P.C. Quarterly , Feb. 1922. 

L&S ( = Ludwig Schongauer ? Ulm, Augsburg, Colmar) En. fl. ab. 1480 . 30, 345 

M Z ( = Matthaus Zasinger?). En. Bavaria, fl. ab. 1500 . . . 36. 345 

Colvin, Portfolio , vin 38. 

NA ‘DAT with the Rat-trap. En. Northern Italy, fl. ab. 1500-af. 1511 . 360 

Baudi de Yesme, L Arte, 1921, p. 175. 

N H. See Index I. (N. Hogenberg). 

t- €, °? DC ( = Peregrino da Ces [ena] >). En. Bologna, fl. ab. 1500 69,43,360 

P M. En. Lower Rhine, fl. ab. 1490 . . . . .30, 345 

Lehrs, Jahrb. xix. 135. 

{ = Martino da Udine, Pellegrino da San Daniele^}. En. Northern Italy 

(Ferrara?), fl. ab. 1500-10 ..... 66, 290, 360 

J. Hofmann, Vienna, 1911. 

P W. En. Cologne, fl. ab. 1500 . . . . . -35-345 

Lehrs, Repert. x. 254. 

S (“ of Brussels ”). En. Brussels, or Lower Germany? fl. ab. 1520 . . 9°- 35 1 

Sotzmann, Archil*, 111. 21 ; Waldmann, Mitteil. 1910, p. 1. 

En. Italy, fl. ab. 1540 . . . . . . . 9 8 - 3 6 ° 

Kristeller, Jahrb. xi. 242. 

W ( = Wenzel von Olomuez). See Index I. (Wenzel). 

En. Upper Germany, fl. ab. 1485 ? . . . . 31,140,345 

W/yH { = Wolf Hammer?). En. Upper Germany, fl. ab 1480-90 . . 3°- 345 

Lehrs, A. G. and W. H., Repert. ix. i, 377, xn. 21. 

W$- En. Netherlands, fl. ab. 1470 . . . -33- 60, 351 

Lehrs, Dresden, 1895 ; Geisberg, Mitteil . 1909, p. 26. 

III. ENGRAVERS KNOWN BY THEIR MARKS 

Caltrop (“ Chausse-trappe,” “ Fussangel ”), Master of the. See Index II. (G.A.). 

Crayfish, Master of the. See Index I. (Crabbe). 

Die ( = Benedetto Verini or Tommaso Vincidore?), Master of the. En. Rome. 

fl. 1532-33 • • • • * • • -99- 360 

Fillon, Gazette , 2 e p<5r. xxi. 219 ; Fischel, Mitteil . 1921, p. 21. 
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INDEX OF ENGRAVERS 


PXr.E 


IV. ENGRAVERS KNOWN BY THEIR DATES 

1446, Master of the Year. Kn. Upper Rhine * . . . 20, 21, 345 

1462, Master of the Year r'Mast-i of the Holy Trinity”). En. Upper Ger- 
many . . . . . . . . .23, 345 

1464. Master of the Year. S t e Index V. (Banderoles). 

14'in 1 1467). Master of the Year. See Index II (E-S )- 

1480, Master of the Year. A ee Index V. I Amsterdam Cabinet). 

1515, Master of the Year. Kn. Northern Italy, Rome J . . . 360 

Kristeller, A mil. Ih fit hie. Berlin, x\\. 60 

1551, Master of the Year See Index I. (Zundtt 


V. ENGRAVERS KNOWN BY THE SUBJECT OR LOCALITY 
OF THEIR PRINCIPAL WORKS 


Amsterdam Capinf r. Master of the (Master of the Year 1480, Master of the 

HausbiKh*. Kn Middle Rhine, t! ah. 1480 . . . 30, 140, 345 

E Duttut, Manut l dr 1’ Amateur, vol \ 132, A Essenwem, Mittelalterhches 

Iiaudmch. Knnkftirt, 1807; (\ Hachmeister, L)er Metster des A C. und 
A. Durer, Berlin. 1807 » M Lehrs, ChaL . Sec. 1804, Rejert. xv. nr. Jahrb. 
xx. 173 f Fnedlander. Rtfiri. xvn. 270 ; Yalentiner, Jahrb . \xiv. 291 ; 

Bo>sert, Refer* \\\u 333, Nauniann, Repeit. xxxui 293, Glaser. Monatskefte 
Jur K m 145, Morck, Monafsh. in 243, 285, and Hurl. Mag. x\ lit. 

184 , Gei-lteri*, < ie<>< re, 1. 245 , Baer, Monatsh. 111. 408. ( jeneral Bibl. 

VI, A. Amsterdim t Kaiser, and Boland); Weizsaeker. Jahrb xxxni 79; 
I.ennhardt and B«>ssert. / \it\<.hrift . 2nd ser. win 131, 191, 230, and 
d/* n fJit’i,. \i 70 , Bier. \l< aatAiefte, \i 447, H. T. Bo-sert and W F. 

Storck, Mittekilterhclv s Hausbuch, Leipzig, 1912. 


Bu \ \M, Master of the E.n. Burgumh or Netherlands ’ tl ab 144 > 

B \ndkk« >t i.s Master of the r formerly also called Master of the Year 14641. En 
Upper Germain * Holland’ 11. ab 1455-70 .... 

Dehio Muni h. i38r . M Lehrs. Dresden. 1886, Chrcnik, 1 3, Archnio 

•V'Vm.i. t 444 , Hymans, <,azeffe, 2* p<<r wxv. 446, Lippmann, Jahrb. ui. 
73. C. Dodson. GioteMjue AIphalxT, BM , London, 1809 
Bfhf of John rin Butist, Master <*f the En North Italy fi ab. 

1 500 ........ 

Gdnhon, (}>.:• f*e, Wi.i 54'* 

Bf;ki in P\ssi«.\, Master of the ( =r the father of I \an Meckenem'). En Lower 
Rhine Uncivil fl ab 1450-63 .... 

Lehrs./../;;' vxi 13; , M Gei-Iien;. Strassbur^ 1003 and 1905 
Rim < \( < i« » lit r'sfK \ rio\-s M \ster of the En Bruges, fl 1476 

I) knnsj, F,u>.mile>, Ed-nbursh 1870, Coh.n. I' Ait, \\\: 140, 1S0 . Lehrs, 
hhr" \\i i 12 Genrt»r£j. < veieae, \ 24; 


35i 

2 3- 345 


67. 360 


34- 345 


32. 35i 


Di \ rii M \ry. Mister of the I'n Bur^undv or Netherlarvl- ’ tl ab 144^ 
I)t ini Me; m ni nuns, Master of the En I.nwe? Rh.nc rl ab. 14 ;o-- 0 


rio’AFR ibRiMKs, Ma-ter of the En Lower Rhine tl ab 14^0-70 


345 


G \Rt»F N" < >F I.uVF M 1 -ter of the. En 
M. Ia!.r=;. Dresden. 1803. 


Buri;undv or Netherland- ’ tl ab. 1448 

23 4*. 351 



DATES— SUBJECTS 


487 

1 'ACfK 

Hausbuch, Master of the. See Amsterdam Cabinet. 

» Holy Trinity, Master of the. See Index IV. (1462). 

K.RATEROGRAPHIE, Master of the. See Index I (Zundt). 

Mar itrdom of the Ten Thous \nd. Master of the. En. Lower Rhine. 

1463-67 ....... 

Mount of Calvary, Master of the. En Netherlands or Burgundy ■* 

1445 ........ 

Nuremberg Passion, Master of the. En. Upper Germany ? fl ab. 1455 . 345 

Benziger, Monatshefte, v. 480. 

Playing Cards, Master of the. En. Upper Rhine * fl. ab. 1445 20, 2 4- 29, 7 °» 345 

M. Lehrs, Die altesten deutschen Spielkarten, Dresden, 1885, Jahrb. ix. 239 
xi. 53, xv in. 46 ; M. Geisberg, Strassburg, 1905 , L. Baer, in Studien . . 

F. Schneider . . . gewidmet, Freiburg, 1906 ; Haberditzl, Jahrb . 1 l- r ienna 
xxviii. Heft 6 ; M. Ge’sberg, Strassburg, 1918 ; Baumeister, Mitteil. 1919 
p. 1 , Lehrs, Zeitschnfl, 1920. p. 209. 

St. Erasmus, Master of the. En. Lower Rhine, fl ab. 1450-70 
Lehrs, Repett xm. 382. 

St. John the Baptist, Master of the. En. L’pper Germany? fl. ab. 1460 
af. 1466^ ........ 

Sforza Book of Hours, Master of the (= Antonio da Monza?). En. Milan 
fl. ab. 1470-af. 1497 . . . . . .61 

Knsteller, Rassegna, 1 161 ; U Arte, vi. Appendice, p 12 Re Miniatures 
see V. Mongeri and G. d’Adda, Archivto Stortco Lumbardo, xu. 771 
Venturi, Id Arte, 1. 154. 

Vienna Passion, Master of the larger En. Florence, fl ab. 1445-60? 38, 360 

Weibemacht, Master of the. En. Upper Rhine, fl. ab. 1460 . 23, 345 


345 

345 
58, 360 


fl ab 

345 

fl. ab. 

24, 70, 351 
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